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VI ADVERTISEMENT. 

instance the most recent authority. A few 
^f these catalogues — those of the National 
Gallery, of Hampton Court, of Windsor 
Castle, and of Dulwich — are of course easily 
accessible to any person, for a shilling or 
Iwo each ; but several of the other cata- 
logues, which form so important a feature 
in this volume, are not accessible at all 
in the ordinary way. For the catalogue 
of the Gallery at Longford Castle, or 
instance, exhibiting the exact position ot' 
the pictures as they are now hung, I am 
indebted to the active courtesy of the Earl 
of Radnor and his son Lord Folkestone, 
the latter of whom most kindly drew up 
for me the catalogue here printed. In the 
second volume of Hazlitt on Art, I shall 
be able to complete my collection of ca- 
talogues ; and, amongst other valuable 
additions, it will be in my power, by the 
condescending liberality of the Duke of 
Sutherland, to present the public with a 
catalogue of the admirable collection of 
Stafford House, as now arranged. 
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In reference to the additions made in 
the body of the work, I have to repeat, 
with a sentiment of warm gratitude, that 
I have been enabled to include the Treatise 
on the Fine Arts among my Father's other 
writings, by the liberality of the proprietors 
of the Encyclopaedia Britannica, in the 
appendix to which unrivalled work that 
treatise originally appeared. The article 
on Flaxman is taken from the Edinburgh 
Review ; and the Essays on the Elgin 
Marbles and on Fontbill Abbey from the 
London Magazine for 1822 — 3. 

The Second Series of this work com- 
prehends the remainder of my Father's 
Criticisms upon Art and Artists. 

W, HAZLITT. 
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MR. ANGERSTEIN'S 
COLLECTION. 



Oh ! Art^ lovely Art ! ^ Balm of hurt minds, 
chief nourisher in life's feast, great Nature*8 
second course!** Time*s treasurer, the unsul- 
lied mirror of the mind of man ! Thee we 
invoke, and not in vain, for we find thee here 
retired in thy plenitude and thy power! The 
walls are dark with beauty ; they frown severest 
grace. The eye is not caught by glitter and 
varnish ; we see the pictures by their own inter- 
nal light. This is not a bazaar, a raree-show 
of art, a Noah*s ark of all the Schools, march- 
ing out in endless procession ; but a sanctuary, 
a holy of holies, collected by taste, sacred to 
fame, enriched by the rarest products of genius. 
For the number of pictures, Mr. Angerstein*s is 
the finest gallery, perhaps, in the world. We 
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feel no sense of littleness : the attention is never 
distracted for a moment^ bat concentrated on 
a few pictures of first-rate excellence. Many 
of these chefs- d^ autre might occupy the spec- 
tator for a whole morning ^ yet they do not 
interfere with the pleasure derived from each 
other — so much consistency of style is there in 
the midst of variety ! 

We know of no greater treat than to be ad- 
mitted freely to a Collection of this sort, where 
the mind reposes viith full confidence in its 
feelings of admiration^ and finds that idea and 
love of conceivable beauty, which it has cherish- 
ed perhaps for a whole life, reflected from every 
object around it. It is a cure (for the time at 
least) for low- though ted cares and uneasy pas- 
sions. We are abstracted to another sphere: 
we breathe empyrean air; we enter into the 
minds of Raphael, of Titian, of Poussin, of the 
Caracci^ and look at nature with their eyes 3 
we live in time past, and seem identified with 
the permanent forms of things. The business of 
the world at large, and its pleasures, appear like 
a vanity and an impertinence. What signify 
the hubbub, the shifting scenery, the fantoccini 
figures, the folly, the idle fashions without, when 
compared with the solitude, the silence, the 
speaking . looks, the unfading forms vrithin ? — 
Here is the mind's true home. The contempla- 
tion of truth and beauty is the proper object for 
which we were created, which calls forth the most 
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intense desires of the soul^ and of which it 
never tires. A capital print-shop (Molteno's or 
Colnaghrs) is a point to aim at in a morning's 
walk — a relief and satisfaction in the motley 
confusion^ the littleness^ the vulgarity of com- 
mon life : hut a print-shop has but a mean, 
cold, meagre, petty appearance, after coming 
out of a fine Collection of Pictures, We want 
the size of life, the marble flesh, the rich tones 
of nature, the diviner expanded expression. 
Good prints are, no doubt, better than bad pic- 
tures ; or prints, generally speaking, are better 
than pictures 5 for we have more prints of 
good pictures than of bad ones : yet they are 
for the most part but hints, loose memoran- 
dums, outlines in little of what the painter has 
done. How often, in turning over a number of 
choice engravings, do we tantalise ourselves by 
thinking " what a head that must be," — ^in won-* 
dering what colour a piece of drapery is of^ 
green or black, — in wishing, in vain, to know 
the exact tone of the sky in a particular comer 
of the picture ! Throw open the folding-doors 
of a fine Collection, and you see all you have 
desired realised at a blow — ^the bright originals 
starting up in their own proper shape, clad 
with flesh and blood, and teeming with the first 
conception of the painter's mind ! The disad- 
vantage of pictures is that they cannot be 
multiplied to any extent, like books or prints ; 
but this, in another point of view, operates 

b2 
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probably as an advantage, by making the sight 
of a fine original picture an event so mucl| 
the more memorable, and the impression so 
much the deeper. A visit to a genuine Col- 
lection is like going a pilgrimage — ^it is an act 
of devotion performed at the shrine of Art ! It 
is as if there were but one copy of a book 
in the world, locked up in some curious casket, 
which, by special favour, we had been permitted 
to open, and peruse (as we must) with unac- 
customed relish. The words would, in that 
case, leave stings in the mind of the reader, and 
every letter appear of gold. The ancients, before 
the invention of printing, were nearly in the 
same situation, with respect to books, that we 
are with regard to pictures ; and at the revival 
of letters, we find the same unmingled satis- 
faction, or fervid enthusiasm, manifested in the 
pursuit or the discovery of an old manuscript, 
that connoisseurs still feel in the purchase and 
possession of an antique cameo, or a fine speci- 
men of the Italian school of painting. J^ite- 
rature was not then cheap and vulgar, nor was 
there what is called a reading pubUc; and the 
pride of intellect, like the pride of art, or the 
pride of birth, was confined to the privileged 
few! 

We sometimes, in viewing a celebrated Col- 
lection, meet with an old favourite, o, first love 
in such matters, that we have not seen fox 
many years, which greatly enhances the de- 
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light We have, perhaps, pampered our ima- 
ginations with it all that time 5 its charms have 
sunk deep into our minds ; we wish to see it 
once more, that we may confirm our judgment, 
and renew our vows. The Susannah and the 
Elders at Mr. Angerstein's [28]* was one of 
those that came upon us under these circum- 
stances. We had seen it formerly, among 
other visions of our youth, in the Orleans 
Collection, — ^where we used to go and look at 
it by the hour together, till our hearts thrilled 
with its beauty, and our eyes were filled with 
tears. How often had we thought of it since, 
how often spoken of it ! — ^There it was still, 
the same lovely phantom as ever — not as 
when Rousseau met Madame de Warens, after 
a lapse of twenty years, who was grown old 
and wrinkled — but as if the young Jewish 
Beauty had been just surprised in that unguarded 
spot — crouching down in one comer of the 
picture, the face turned back with a mingled 
expression of terror, shame, and unconquerable 
sweetness, and the whole figure (with the arms 
crossed)! shrinking into itself with bewitching 
g^ace and modesty ! It is by Ludovico Caracci, 
and is worthy of his name, from its truth and 
purity of design, its expression and its mellow 

* The figures, within brackets, indicate the present 
position of these pictures in the National Gallery. 

t The critic's memory, for he neyer took notes, hert 
fails him ; the arms are fwt crossed. 
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depth of tone. Of the Elders, one is repre- 
sented in the attitude of advancing towards 
her, while the other beckons her to rise. We 
know of no painter who could have improved 
upon the Susannah, except Correggio, who, 
with all his capricious blandishments, and 
wreathed angelic smiles, would hardly have 
given the same natural unafifected grace, the 
same perfect womanhood. 

There is but one other picture in the Collec- 
tion that strikes us, as a matter of taste or 
fancy, like this *, and that is the Silenus teaching 
Young Apollo to play on the pipe [94]* — a small 
oblong picture, executed in distemper, by An- 
nibal Caracci. The old preceptor is very fine, 
with a jolly, leering, pampered look of appro- 
bation, half inclining to the brute, half con- 
scious of the God 5 but it 13 the Apollo that 
constitutes the charm of the picture and is 
indeed divine. The whole figure is full of 
simple careless grace, laughing in youth and 
beauty 3 he holds the Pan*s-pipe in both hands, 
looking up with timid wonder } and the expres- 
sion of delight and surprise at the sounds he 
produces is not to be surpassed. The only 
image we would venture to compare with it for 
innocent artless voluptuousness is that of the 
shepherd-boy in Sir Philip Sidney's Arcadia, 
'^piping as though he should never be old!" 

* Mrs. Jameson concuis with Mr. Landseer in thinking 
that the youthful pupil is Bacchus, not Apollo. 
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A comparison of this sort> we believe^ may be 
i made, in spite of the proverb^ without injustice 

to the painter or the poet. Both gain by it. The 
idea conveyed by the one, perhaps, receives 
an additional grace and lustre, while a more 
beautiful moral sentiment hovers round the 
other, from thinking of them in this casual 
connection. If again it be asked, fFhich is the 
most admirable? — ^we should answer — Both are 
equally exquisite in their way, and yield the 
imagination all the pleasure it is capable of — 
and should decline giving an invidious prefer- 
ence to either. The cup can only he full. The 
young shepherd in the Arcadia wants no out- 
ward grace to recommend him ; the stripling 
\ God no hidden charm of expression. The 

> language of painting and poetry is intelligible 

enough to mortal?; the spirit of both is divine, 
and far too good for him who, instead of 
enjoying to the utmost height, would find an 
unwelcome flaw in either. The Silenus and 
Apollo has something of a Raffaellesque air, 
with a mixture of €orreggio*s arch sensibi- 
lity — ^there is nothing of Titian in the colouring 
—yet Annibal Carracci was in theory a deserter 
from the first to the two last cf these masters ; 
and swore with an oath, in a letter to his 
uncle Ludovico, that ** they were the only true 
painters !" 

We should nearly have exhausted our stock 
of enthusiasm in descanting on these two com- 
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positions^ in almost any other case $ but there 
is no danger of this in the present instance. If 
we were at any loss in this respect^ we should 
only have to turn to the large picture of the 
Rainng of Lazarus, by Sebastian del Fi* 
omboj [1]. 

and still walking under, 



Finding new matter to look up and wonder. 

We might dwell on the masterly strength of 
the drawing, the gracefulness of the principal 
female figures, the high-wrought execution^ the 
deep, rich, mosaic colouring, the massiness and 
bustle of the back-ground. We think this one 
of the best pictures on so large a scale that 
we are anywhere acquainted with. The whole 
management of the design has a very noble and 
imposing effect, and each part severally will bear 
the closest scrutiny. It is a magnificent struc- 
ture built of solid and valuable materials. The 
artist has not relied merely on the extent of hia 
canvas, or the importance of his subject, for 
producing a striking result — the effect is made 
out by an aggregate of excellent parts. The 
hands, the feet, the drapery, the heads, the fea* 
tures, are all fine. There is some satisfaction 
in looking at a large historical picture, such as 
this: for you really gain in quantity, without 
losing in quality 3 and have a studious imitation 
of individual nature, combined with masculine 
invention, and the comprehensive arrangement 
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of an interesting story. The Lazarus is very 
fine and bold. The flesh is well-baked^ dingy, 
and ready to crumble from the touch, when it 
is liberated from its dread confinement to have 
life and motion impressed on it again. He 
seems impatient of restraint, gazes eagerly about 
him, and looks out from his shrouded prison 
on this new world with hurried amazement, as 
if Death had scarcely yet resigned his power 
over the senses. We would wish our artists to 
k>ok at the legs and feet of this figure, and see 
how. correctness of finishing and a greatness of 
gtisto in design are compatible with, and set o£F, 
each other. The attendant female figures have a 
peculiar grace and becoming dignity, both of 
expression and attitude. They are in a style 
something between Michael Angelo and Par- 
me^ano. They take a deep interest in the 
scene, but it is with the air of composure pro- 
per to the sex, who are accustomed by nature 
and duty to works of charity and compassion. 
The head of the old man, kneeling behind Christy 
is an admirable study of drawing, execution, 
and character. The Christ himself is grave 
and earnest, with a noble and impressive coun- 
tenance } but the figure wants that command- 
ing air which ought to belong to one possessed 
of preternatural power, and in the act of dis- 
playing it. Too much praise cannot be given 
to the back-ground — the green and white dra- 
peries of some old people at a distance, which 
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are as airy as they are distinct — the buildings 
like tombs — and the different groups, and pro- j 

cessions of figures, which seem to make life "^ 

almost as grave and solemn a business as 
death itself. This picture is said by some to 
have been designed by Michael Angelo, and 
painted by Sebastian del Piombo, in rivalship of 
some of Rc^bael's works. It was in the Or- 
leans Gallery. 

Near this large historical composition stands 
(or is suspended in a case) a single head, by 
Raphael, of Pope Julius II. p7] It is in itself 
a Collection — ^a world of thought and character. 
There is a prodigious weight and gravity of look, 
combined with calm self-possession, and easiness 
of temper. It has the cast of an English coun- 
tenance, which Raphael* s portraits often have, 
Titian's never. In Raphaers the mind, or the 
body, frequently prevails 5 in Titian's you always 
see the soul — faces *' which pale passion loves." 
Look at the Music-piece by Titian [3], close by 
in this Collection — ^it is *' all ear," — the expression 
is evanescent as the sounds — the features are seen 
in a sort of dim chiaro scuro, as if the confused 
impressions of another sense mtervened — and 
you might easily suppose some of the performers 
to have been engaged the night before in 

Mask or midnight serenade, 
Which the starved lover to his mistress sings. 
Best quitted with disdain. 

We like this picture of a Concert the best of 



>. 
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the three by Titian in the same room. The other 
i two are a Ganymede [32], and a Venus and 

I Adonis [34] ; the last does not appear to us from 

the hand of Titian. 

The ruddy, bronzed colouring of Raphael gene- 
rally takes off from any appearance of nocturnal 
watching and languid hectic passion ! The por- 
trait of Julius II. is finished to a great nicety. 
The hairs of the beard, the fringe on the cap, 
are done by minute and careful touches of the 
pencil. In seeing the labour, the conscientious 
and modest pains, which this great painter be- 
stowed upon his smallest works, we cannot help 
being struck with the number and magnitude of 
those he left behind him. When we have « single 
portrait placed before us, that might seem to 
> have taken half a year to complete it, we wonder 

bow the same painter could find time to execute 
his cartoons, the compartments of the Vatican, 
and a thousand other matchless work's. The 
same account serves for both. The more we 
do, the more we can do. Our leisure (though 
it may seem a paradox) is in proportion to our 
industry. The same habit of intense application, 
which led our artist to bestow as much puns and 
attention on the study of a single head as if his 
whole reputation had depended on it, enabled 
him to set about the greatest works with alacrity, 
and to finish them with ease. If he had done any 
thing he undertook to do in a slovenly disreput- 
able manner, he would (upon the same principle) 
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have lain idle half his time. Zeal and diligence, 
in this view, make life^ short as it is^ long. — J 

Neither did Raphael, it should seem, found his 
historical pretensions on his incapacity to paint a 
good portrait. On the contrary, the latter here 
looks very much like the corner-stone of the his- 
torical edifice. Nature did not put him out He 
was not too great a genius to copy what he saw. 
He probably thought that a deference to nature 
is the beginning of art^ and that the highest 
eminence is scaled by single steps ! 

On the same stand as the portrait of Julius II. is 
the much vaunted Correggio — ^the Christ in the 
Garden. [76.]* We would not give a farthing 
for it. The drapery of the Christ is highly finished 
in a silver and azure tone — ^but high finishing is 
not all we ask from Correggio. It is more worthy 
of Carlo Dolce. — ^Lest we should forget it, we 
may mention here that the admired portrait of 
GevartitLsf [52] was gone to be copied at 
Somerset-house. The Academy have then, at 
length, fallen into the method pursued at the 
British Gallery, of recommending the students to 
copy from the Old Masters. Well — better late 

* The original picture by Correggio is in the possession 
of the Duke of Wellington. That in the National Gal- 
lery is only a copy. 

T Or, more correctly, of Cornelius Vander Geest, an 
intimate friend of Vandyke. The authentic engraying 
from the real portrait Of Gevartius differs materially from 
the present picture. 
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than never ! This same portrait is not^ we thinks 
the truest specimen of Vandyke. It has not his 

* mild^ pensive^ somewhat effeminate cast of colour 

and expression. His best portraits have an air 
of faded gentility about them. The Gevartius 
has too many streaks of blood-colour^ too many 
marks of the pencil^ to convey an exact idea of 
Vandyke's characteristic excellence j though it 
is a fine imitation of Rubens*s florid manner. 
Vandyke's most striking portraits are those which 
look just like a gentleman or lady seen in a 
looking-glass^ and neither more nor less. 

Of the Claudes^ we prefer the St. Ursula — the 
[30] Embarking of the Five Thousand Virgins — to 
the others. The water is exquisite -, and the sails 
of the vessels glittering in the morning sun^ and 

*^ the blue flags placed against the trees^ which 

seem like an opening into the sky behind — so 
sparkling is the effect of this ambiguity in colour- 
ing — are in Claude's most perfect manner. The 
Altieri Claude is one of his noblest and most 
classical compositions, with towers, and trees, 
and streams, and flocks, and herds, and distant 
sunny ^Tiles, 

Where uniyersal Pan, 
Knit with the Graces and the Hours in dance, 
Leads on the eternal spring : 

but the effect of the execution has been dead- 
ened and rendered flat by time or ill-usage. There 
is a dull formal appearance, as if the different 
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masses of sky^ of water, &c., were laid on with 

plates of tin or lead. This is not a general de- J 

feet in Claude : his landscapes have the greatest 

quantity of inflection, the most delicate brilliancy, 

of all others. A lady had been making a good 

copy of the Sea-port [14], which is a companion 

to the one we have described. We do not think 

these Claudes, famous as they are, equal to Lord 

Egremont's Jacob and Laban ; to the Enchanted 

Castle ; to a green vernal Landscape, which was 

in Walsh Porter's Collection, and which was the 

very finest we ever saw [6] ; nor to some others 

that have appeared from time to time in the 

British Institution. We are sorry to make this, 

which may be thought an ill-natured, remark ; 

but, though we have a great respect for Mr. An- 

gerstein's taste, we have a greater for Claude 

Lorraine's reputation. Let any persons admire 

these specimens of his art as much as they will 

(and the more they admire them, the more we 

shall be gratified), and then we will tell them, 

he could do far finer things than these ! 

There is one Rembrandt, and one N. Poussin. 
The Rembrandt (the Woman taken m Adultery) 
[45], prodigious in colouring, in light, and shade^ 
in pencilling, in solemn effect ; but that is nearly 
all— 

of outwaxd show 
Elaborate, of inward less exact. 

Nevertheless, it is worth any money. The Christ 
has considerable seriousness and dignity of as- 



J 
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pect. The marble pavement, of which the light 
is even dazzling ; the figures of the two Rabbis 
to the right, radiant with crimson, green, and 
azure ; the background, which seems like some 
nch oil-colour smeared over a ground of gold, 
and where the eye staggers on from one abyss 
of obscurity to another, — place this picture in 
the first rank of Rembrandt's wonderful perform- 
ances. If this extraordinary genius was the most 
literal and vulgar of draughtsmen, he was the 
most ideal of colourists. When Annibal Caracci 
vowed to God, that Titian and Correggio were 
the only true painters, he had not seen Rem- 
brandt 3 — if he had, he would have added him to 
the list. The Poussin is a Dance of Bacchanals 
[49,'] : theirs are not " pious orgies." It is, 
however, one of this master's finest pictures, 
both in the spirit of the execution, and the in- 
genuity and equivoque of the invention. If the 
purity of the drawing will make amends for 
the impurity of the design, it may pass : as- 
suredly the same subject, badly executed, would 
not be endured ; but the life of mind, the dex- 
terity of combination displayed in it, supply the 
want of decorum. The old adage, that " Vice, 
by losing all its grossness, loses half its evil," 
seems chiefly applicable to pictures. Thus a 
naked figure, that has nothing but its nakedness 
to recommend it, is not fit to be hung up in decent 
apartments. If it is a Nymph by Titian, Cor- 
reggio's lo, we no longer think of its being 
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naked 5 but merely of its sweetness, its beauty, 
its naturalness. So far art, as it is intellectual, 
has a refinement and an extreme unction of its 
own. Indifferent pictures, like dull people, must 
absolutely be moral ! We suggest this as a hint 
to those persons, of more gallantry than discre- 
tion, who think that to have an indecent daub 
hanging up in one comer of the room is proof 
of a liberality of gusto, and a considerable pro- 
gress in virtii. Tout au contraire. 

We have a clear, brown, woody Landscape by 
Gaspar Foussin [161], in his fine determined 
style of pencilling, which gives to earth its so- 
lidity, and to the air its proper attributes. There 
are, perhaps, no landscapes that excel his in this 
fresh, healthy look of nature. One might say 
that wherever his pencil loves to haunt, "the 
air is delicate." We forgot to mention a St. 
John in the Wilderness, by A. Caracci [25], which 
has much of the autumnal tone, the " sear and 
yellow leaf,*' of Titian*s landscape compositions. 
A Rape of the Sabines [38], in the inner room, 
by Rubens, is, we think, the most tasteless 
picture in the Collection : to see plump, florid 
viragos struggling with bearded ruffians, and 
tricked out in the flounces, furbelows, and finery 
of the court of Louis XIV. is preposterous. But 
there is another Rubens in the outer room, which 
though fantastical and quaint, has qualities to <^' 
redeem all faults. It is an allegory of himself 
and his three wives, as a St. George and Holy 
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Family, with his children as Christ and St. John« 
playing with a lamb [67] ; in which he has con- 
trived to bring together all that is rich in an- 
tique dresses (black as jet^ and shining like 
diamonds)^ transparent in flesh- colour^ agreeable 
in landscape, unfettered in composition* The 
light streams from rosy clouds 3 the breeze curls 
the branches of the trees in the back-ground, 
and plays on the clear complexions of the various 
scattered group. It is one of this painter's most 
splendid, and, at the same time, most solid and 
sharply finished productions. 

Mr. Wilkie's Alehouse Door [122] is here, and 
deserves to be here. Still it is not his best 3 
though there are some very pleasing rustic 
figures, and some touching passages in it. As 
in his Blind-Man s-buff, the groups are too 
straggling, and spread over too large a surface 
of bare foreground, which Mr. Wilkie does not 
paint well. It looks more like putty than earth or 
clay. The artist has a better eye for individual 
details than for the general tone of objects. 
Mr. Liston's face in this ''flock of drunkards** is 
a smiling failure. 

A portrait of Hogarth, by himself [112], and 
Sir Joshua's half-length of Lord Heathfield [111], 
hang in the same room. The last of these is 
certainly a fine picture, well composed, richly 
coloured, with considerable character, and a look 
of nature. Nevertheless, our artist's pictures, 
seen among standard works, have (to speak it 

c 
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plainly) something old-womanish about thenl. 
By their obsolete and affected air^ they remind 
one of antiquated ladies of quality^ and are a 
kind of Duchess-Dowagers in the art — some- 
where between the living and the dead. 

Hogarth's series of the Marriage'-d^la'Mode 
[1 13-118]^ (the most delicately painted of all his 
pictures^ and admirably they certainly are paint* 
ed,) concludes the Catalogue Rahonnie of this 
Collection.* — ^A study of Heads^ by Correggio 
£37]^ and some of Mr. Fuseli*s stupendous 6gures 
from his Milton Gallery^ are on the staircase. 

* The reader will find an essay on this suhject in the 
present yolume. 
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It was on the 6th of November that we went to 
see this Gallery. The morning was mild^ calm, 
pleasant : it was a day to ruminate on the ob- 
ject we had in view. It was the time of year 

When yellow leaves, or few, or none, do hang 
Upon the branches ; — 

their scattered gold was strongly contrasted with 
the dark green spiral shoots of the cedar trees 
that skirt the road 3 the sun shone faint and 
watery, as if smiling his last 3 Winter gently let 
go the hand of Summer, and the green fields, 
wet with the mist, anticipated the return of 
Spring. At the end of a beautiful little village, 
Dulwich College appeared in view, with modest 
state, yet mindful of the olden time 3 and the 
name of Allen and his compeers rushed full upon 
the memory ! How many races of school-boys 
have played within its walls, or stammered out 
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a lesson, or sauntered away their vacant hours 
in its shade : yet, not one Shakspeare is there to 
be found among them all ! The boy is clothed 
and fed, and gets through his accidence; but 
no trace of his youthful learning, any more than 
of his saffron livery, is to be met with in the 
man. ' Genius is not to be '* constrained by 
mastery/' — ^Nothing comes of these endowments 
and foundations for learning 5 you might as well 
make dirt-pies, or build houses with cards. Yet 
something does come of them too — a retreat for 
age, a dream in youth — a feeling in the air 
around them, the memory of the past, the hope 
of what will never be. Sweet are the studies of 
the school-boy, delicious his idle hours ! Fresh 
and gladsome is his waking, balmy are his slum- 
bers, book-pillowed ! He wears a green and 
yellow livery perhaps ; but " green and yellow 
melancholy " comes not near him, or, if it does, 
is tempered with youth and innocence! To 
thumb his Eutropius, or to knuckle down at 
taw, are to him equally delightful ; for what- 
ever stirs tl^e blood, or inspires thought in him, 
quickens the pulse of life and joy. He has only 
to feel, in order to be happy 3 pain turns smiling 
from him, and sorrow is only a softer kind of 
pleasure. Each sensation is but an unfolding 
of his new being ; care, age, sickness, are idle 
words I the musty records of antiquity look 
glossy in his sparkling eye, and he clasps im- 
mortality as his future bride ! The coming 
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years hurt him not — ^he hears their sound afar 
off, and is glad. See him there, the urchin, 
seated in the sun, with a hook in his hand, and 
the wall at his back* He has a thicker wall 'be- 
fore him— -the wall that parts him from the 
fbture. He sees not the archers taking aim at 
his peace ; he knows not the hands that are to 
mangle his bosom. He stirs not, he still pores 
upon his book, and, as he reads, a slight hectic 
flush passes over his cheek, for he sees the 
letters that compose the word Fame glitter on 
the page, and his eyes swim, and he thinks that 
he will one day write a book, and have his name 
repeated by thousands of readers, and assume 
a certain signature, and write £ssays and Criti- 
cisms in a London Magazine, as a consumma- 
tion of felicity scarcely to be believed. Come 
hither, thou poor little fellow, and let us change 
places with thee, if thou wilt ; here, take the pen 
and finish this article, and sign what name you 
please to it 3 so that we may but change our 
dress for yours, and sit shivering in the sun, and 
^n over our little task, and feed poor, and lie 
bard, and be contented and happy, and think 
what a fine thing it is to be an author, and 
dream of immortality, and sleep o*nights ! 

There is something affecting and monastic in 
the sight of this little nursery of learning, simple 
and retired as it stands, just on the verge of the 
metropolis, and in the midst of modem improve- 
ments. There is a chapel, containing a copy 
of RaphaeVs Transfiguration, by Giulio Romano 5 
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but the great attraction to curiosity at present i» 
the Collection of pictures left to the College 
by the late Sir Francis Bourgeois, who is buried 
in a mausoleum close by. He once (it is said) 
spent an agreeable day here in company with 
the Masters of the College and some other 
friends 5 and he determined, in consequence, 
upon this singular mode of testifying his grati- 
tude and his respect. Perhaps, also, some such 
idle thoughts as we have here recorded might 
have mingled with this resolution. The con- 
templation and the approach of death might have 
been softened to his mind by being associated 
with the hopes of childhood ; and he might wish 
that his remains should repose, in monumental 
state, amidst " the innocence and simplicity 
of poor Charity Boys ' " Might it not have 
been so ? ~ > 

The pictures are 360 in number, and are hung 
on the walls of a large gallery, built for the 
purpose, and divided into five compartments. 
They certainly looked better in their old places, 
at the house of Mr. Desenfans (the original 
collector), where they were distributed into a 
number of small rooms, and seen separately and 
close to the eye. They are mostly cabinet-pic- 
tures 3 and not only does the height, at which 
many of them are necessarily hung to cover a 
large space, lessen the effect, but the number 
distracts and deadens the attention. Besides, 
the skylights are so contrived as to ''.shed a 
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4iim/' though not a '^religious light " upon them. 
At our entrance^ we were first struck by our 
old friends the Cuyps 3 and just beyond^ caught 
a glimpse of that fine female head by Carlo Ma- 
ntti* giving us a welcome with cordial glances. 
May we not exclaim — 

What a delicious breath painting sends forth ! 
Tl^e violet-bed *s not sweeter. 

A fine gallery of pictures is a sort of illus« 
tration of Berkeley's Theory of Matter and Spirit. 
It is like a palace of thought — another universe^ 
built of air, of shadows, of colours. Every 
thing seems " palpable to feeling as to sight." 
Substances turn to shadows by the painter's arch- 
chemic touch ; shadows harden into substances. 
" The eye is made the fool of the other senses, 
or else worth all the rest.'* The material is in 
some sense embodied in the immaterial, or, at 
least, we see all things in a sort of intellectual 
mirror. The world of art is an enchanting de- 
ception. We discover distance in a glazed sur- 
face 3 a province is contained in a foot of can- 
vass ', a thin evanescent tint gives the form and 
pressure of rocks and trees 3 an inert shape has 
life and motion in it. Time stands still, and 
the dead re-appear, by means of this " so potent 
art ! " 

Look at the Cuyp next the door [9]. It is 

• The only picture by Carlo Maratti, in the Dulwich 
Gallery, is a Holy Family, No. 342» 
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woven of etberial hues. A soft mist is on it, 
a veil of subtle air. The tender green of the 
valleys beyond, the gleaming lake, the purple 
light of the hills, have an effect like the down on 
an unripe nectarine. You may lay your finger 
on the canvas ; but miles of dewy vapour and 
sunshine are between you and the objects you 
survey. It is almost needless to point out that 
the cattle and figures in the foreground, like 
dark, transparent spots, give an immense relief 
to the perspective. This is, we think, the finest 
Cuyp, perhaps, in the world. The landscape 
opposite to it (in the same room) by the same 
painter [83], has a richer colouring and a 
stronger contrast of light and shade, but it has 
not that tender bloom of a spring morning (so 
delicate, yet so powerful in its effect) which the 
other possesses. Two Horses, by the same [156], 
is another admirable specimen of this excellent 
painter. It is hard to say which is most true 
to nature — ^the sleek, well-fed look of the bay 
horse, or the bone and spirit of the dappled iron- 
grey one, or the face of the man who is busy 
fastening a girth. Nature is scarcely more faith- 
ful to itself than this delightfully unmannered, 
unaffected picture is to it. 

In the same room there are several good Te- 
nierses and a small Head of an old Man, by 
Rembrandt [189], which is as smoothly finished 
as a miniature. No. 54, Interior of an Ale-^house, 
by Adrian Brouwer^ almost gives one a sick head- 
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ache ; particularly the face and figure of the man 
leaning against the door^ overcome with *' po- 
tations pottle deep." Brouwer united the depth 
and richness of Ostade to the spirit and felicity 
of Teniers. No. 105, Sleeping Nymph and Cupid, 
and 14, Nymph and Satyr,hy Foelemberg, are not 
pictures to our taste. Why should any one 
make it a rule never to paint any thing but this 
one subject ? Was it to please himself or others ? 
The one shows bad taste, the other wrong 
judgment. The grossness of the selection is 
hardly more offensive than the finicalness of the 
execution. No. S37> a Mater Dolorosa, by Carlo 
Dolce, is a very good specimen of this master ; 
but the expression has too great a mixture of 
piety and pauperism in it. It is not altogether 
spiritual. 

No. 27, A School with Girls at work, by G. 
M. Crespi, is a most rubbishly performance, and 
has the look of a modern picture. It was, no 
doubt, painted in the fashion of the time, and is 
now old-fashioned. Every thing has this mo- 
dern, or rather uncouth and obsolete look, which, 
besides the temporary and local circumstances, 
has not the free look of nature. Dress a figure 
in what costume you please (however fantastic, 
however barbarous), but add the expression 
'which is common to all faces, the properties 
that are common to all drapery in its elemen- 
tary principles, and the picture will belong to 
all times and places. It is not the addition 
of individual circumstances, but the omission of 
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general truth, that makes the little, the deformed, 
and the short-lived in art. No. 67, Religion in 
the Desert, a sketch by Sir Francis Bourgeois, is 
a proof of this remark. There are no details, 
nor is there any appearance of permanence 
or stability about it. It seems to have been 
painted yesterday, and to labour under prema- 
ture decay. It has a look of being half done, 
and you have no wish to see it finished. No. 94, 
Interior of a Cathedral, by Saenredam, is curious 
and tine. From one end of the perspective to 
the other — and back again — ^would make a 
morning's walk. 

In the Second Room, No. 75, a Sea Storm, 
by Backhuysen, and No. 92, A Calm, by W. 
Vandervelde, are equally excellent, the one for 
its gloomy turbulence, and the other for its 
glassy smoothness. 30, Landscape with Cattle 
and Figures, is by Both, who is, we confess, no 
great favourite of ours. We do not like his 
straggling branches of trees without masses of 
foliage, continually running up into the sky, 
merely to let in the landscape beyond. No. 
S7, Blowing Hot and Cold, by Jordaens, is as fine 
a picture as need be painted. It is full of cha- 
racter, of life, and pleasing colour. It is rich 
and not gross. 87, Portrait of a Lady, said in 
the printed Catalogue to be by Andrea Sacchi, is 
surely by Carlo Maratti, to whom it used to be 
given. It has great beauty, great elegance, great 
expression, and great brilliancy of execution > 
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but every tbing in it belongs to a more polisbed 
atyle of art tban Andrea Saecbi. Be tbis as it 
may^ it is one of tbe most perfect pictures in 
tbe collection. Of tbe portraits of known indi- 
viduals in tbis room^ we wisb to say but little; 
for we can say notbing good. Tbat of John 
Kemble, by Beecbey [153], is perbaps tbe most 
direct and manly. In tbis room is Rubens's 
Samson and Delilah [168], a coarse daub — at 
least it looks so between two pictures by Van- 
dyke, Charity [124], and a Madonna and Infant 
Christ [135]. Tbat painter probably never pro- 
duced any tbing more complete tban tbese two 
compositions. Tbey bave tbe softness of air, 
the solidity of marble: tbe pencil appears to 
float and glide over tbe features of tbe face, tbe 
folds of tbe drapery, witb easy volubility, but to 
mark every tbing witb a precision, a force, a 
grace indescribable. Trutb seems to bold tbe 
pencil, and elegance to guide it. Tbe attitudes 
are exquisite, and tbe expression all but divine. 
It is not like Rapbael's, it is true — ^but wbose 
else was ? Vandyke was bom in Holland, and 
lived most of bis time in England ! — ^Tbere are 
several capital pictures of borses, &c. by Wou- 
vermans, in tbe same room, particularly tbe one 
witb a bay-^cart loading on tbe top of a rising 
ground [53]. Tbe composition is as striking 
and pleasing as tbe execution is delicate. Tbere 
is immense knowledge and cbaracter in Wou- 
vermans' borses — an ear, an eye turned rounds 
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a cropped tail^ give you their history and thoughts 
—but from the want of a little arrangement, 
his figures look too often like spots on a dark 
ground. When they are properly relieved and 
dbentangled from the rest of the compontion, 
there is an appearance of great life and bustle 
in his pictures. His horses^ however, have too 
much of the manage in them— he seldom gets 
beyond the camp or the riding-school. 

This room is rich in master-pieces. Here 
is the Jacob's Dream, by Rembrandt [1791* 
with that sleepmg figure, thrown like a bundle 
of clothes in one comer of the picture, by 
the side of some stunted bushes, and with 
those winged shapes hovering above, not hu- 
man, nor angelical, but bird-like, dream-like, 
treading on clouds, ascending, descending, 
through the realms of endless light, that loses 
itself in infinite space ! No one else could 
ever grapple with this subject, or stamp it on 
the willing canvas in its gorgeous obscurity, 
but Rembrandt ! Here also is the St, Barbara 
of Rubens [204], fleeing from her persecutors; 
a noble design, as if she were scaling the steps 
of some high overhanging turret, moving ma« 
jestically on, with Fear before her. Death behind 
her, and Martyrdom crowning her: — and here 
is an eloquent landscape by the same master* 
hand [207], the subject of which is a shepherd 
piping his flock homewards through a narrow 
defile, with a graceful group of autumnal trees 
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waving on the edge of the declivity above^ and 
the rosy evening light streaming through the 
clouds on the green moist landscape in the 
still lengthening distance. Here (to pass from 
one kind of exceUence to another with kindly 
Interchange) is a clear sparkling fFater-fall, by 
Ruysdael [145]^ and Hobbema's Water 'Mill 
[131]^ with the wheels in motion^ and the 
ducks paddling in the restless stream. Is not 
this a sad anti-climax, from Jacob's Dream to 
a picture of a Water-Mill ? *We do not know i 
and we should care as littk, could we but 
paint either of the pictures. 

Entire affection scometh nicer hancLs. 

If a picture is admirable in its kind, we do not 
give ourselves much trouble about the subject. 
Could we paint as well as Hobbema, we should 
not envy Rembrandt : nay, even as it is, while 
we can relish both, we envy neither ! 

The Cbntbe Room commences with a Girl 
(U a Window, by Rembrandt [206]. The picture 
is known by the print of it, and is one of the 
most remarkable and pleasing in the Collection. 
For clearness, for breadth, for a lively, ruddy 
look of healthy nature, it cannot be surpassed. 
The execution of the drapery is masterly. There 
is a story told of its being his servant-maid 
looking out of a window, but it is evidently the 
portrait of a mere child. 

A Farrier shoeing an Ass, by Berghem [232], 
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is in his usual manner. There, is truth of cha* 
racter and delicate finishing; but the fault of j 

all Berghem*s pictures is that he continues to < 

finish after he has done looking at nature, and 
his last touches are different from hers. Hence 
comes that resemblance to tea-hoard painting, 
which even his best works are chargeable 
with. 

We find here one or two small Claudes 
of no great value j and two very clever spe* 
cimens of the c6urt - painter^ Watteau^ the 
Gainsborough of France. They are marked as 
197 and 210, Fete. Champitre, and Le Bal 
Champitre. 

There is something exceedingly light, agree- 
able, and characteristic in this artist's produc* 
tions. He might also be said to breathe his 
figures and his flowers on the canvas — so fragile 
is their texture, so evanescent is his touch. 
He unites the court and the country at a sort 
of salient point — you may fancy yourself with 
Count Grammont and the beauties of Charles II, 
in their gay retreat at Tunbridge Wells. His 
trees have a drawing-room air with them, an 
appearance of gentility and etiquette, and nod 
gracefully over-head 5 while the figures below> 
thin as air, and vegetably clad, in the midst of 
all their affectation and grimace, seem to 
have just sprung out of the ground, or to 
be the fairy inhabitants of the scene in mas- 
querade. They are the Oreads and Dryads of 
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the Luxembourg! Quaint associatioD^ happily 
effected by the pencil of Watteau ! In the Bal 
Champdtre we see Louis XIV. himself dancings 
looking so like an old beau^ his face flushed 
and puckered up with gay anxiety 3 but then 
the satin of his slashed doublet is made of the 
softest leaves of the water-lily ; Zephyr plays 
wanton with the curls of his wig ! We have 
nobody who could produce a companion to this 
picture now: nor do we very devoutly wish 
it. The Louis the Fourteenths are extinct^ and 
we suspect their revival would hardly be 
compensated even by the re-appearance of a 
Watteau. 

No. ^54, the Death of Cardinal Beaufort , by 
Sir Joshua Reynolds, is a very indifferent and 
rather unpleasant sketch of a very fine picture. 
One of the most delightful things in this de- 
lightful collection is the Portrait of the Prince 
of the Asturias, [194] by Velasquez. The easy 
lightness of the childish Prince contrasts 
delightfully with the unwieldy figure of the 
horse, which has evidently been brought all 
the way from the Low Countries for the amuse- 
ment of his rider. Velasquez was (with only 
two exceptions, Titian and Vandyke) as fine a 
portrait-painter as ever lived ! 
. In the centre room also is the Meeting of 
Jacob and Rachel, by Murillo [294], a sweet 
picture vidth a fresh green landscape, and the 
heart of love in the midst of it. 
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There are several heads of Holbein scattered 
up and down the different compartments. We 
need hardly observe that they all have character 
in the extreme, so that we may be said to be 
acquainted with the people they represent : but 
then they give nothing but character, and 
only one part of that, viz, the dry, the literal, the 
concrete, and fixed. They want the addition of 
passion and beauty; but they are the finest 
caput mortuutns of expression that ever were 
made. Hans Holbein had none of the volatile 
essence of genius in his composition. If 
portrait-painting is the prose of the art, his 
pictures are the prose of portrait-painting. Yet 
he is ^' a reverend name'* in art, and one of the 
benefactors of the human mind. He has left 
iiaces behind him that we would give the world 
to have seen, and there they are — stamped on 
his canvas for ever! Who, in reading over 
the names of certain individuals, does not feel a 
fearning in his breast to know their features 
and their lineaments ? We look through a small 
irame, and lo ! at the distance of three cen- 
turies, we have before us the figures of Anne 
Boleyn, of the virtuous Cranmer, the bigotted 
Queen Mary, the noble Surrey — as if we had 
seen them in their life-time, not perhaps in 
their best moods or happiest attitudes, but as 
they sometimes appeared, no doubt. We know 
at least what sort of looking people they were : 
our minds are made easy on that score; the 
*' body and limbs" are there, and we may " add 
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what flourishes** of grace or ornament we 
please. Holbein's heads are to the finest por- 
traits what state-papers are to history. 

The first picture in the Fourth Room is 
The Prophet Samuel, by Sir Joshua (286). 
It is not the Prophet Samuel^ but a very 
eharming picture of a little child saying its 
prayers. The second is The Education of Bac- 
chus, by Nicholas Poussin (115).* This picture 
makes one thirsty to look at it — ^the colouring 
even is dry and adust. It is true history in the 
technical phrase^ that is to say, true poetry in 
the vulgate. The figure of the infant Bacchus 
seems as if he would drink up a vintage — he 
drinks with his mouthy his hands^ his belly^ 
and his whole body. Grargantua was nothing 
to him. In the Nursing of Jupiter (300), in 
like manner, we are thrown back into the in- 
fancy of mythologic lore. The little Jupiter, 
suckled by a she-goat, is beautifully conceived 
and expressed ; and the dignity and ascendency 
given to these animals in the picture is wonder- 
fully happy. They have a very imposing air 
of gravity indeed, and seem to be by prescrip- 
tion *' grand caterers and wet - nurses of the 
state'* of Heaven ! Apollo giving a Poet a Cup 
of Water to drink, by N. Poussin (295), is 
elegant and classical : and The Flight into 
Egypt, by N. Poussin (310), instantly takes 

* The picture in (lie DuTwich Gallery is only a copy 
from the fine original in the National Gallery, No. 39. 
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the tone of Scripture-history. This is strange, 
but so it is. All things are possible to a high 
imagination. All things, about which we have 
a feeling, may be expressed by true genius. 
A dark landscape by the same hand (279), in a 
comer of the room, is a proof of this. There 
are trees in the fore-ground, with a paved road 
and buildings in the distance. The Genius of 
antiquity might wander here, and feel itself at 
home. The large leaves are wet and heavy 
with dew, and the eye dwells " under the 
shade of melancholy boughs.** In the old col- 
lection (in Mr. Desenfans* time) the Poussins 
occupied a separate room by themselves, and 
it was (we confess) a very favourite room 
with us. 

No. 159 is a Landscape, by Salvator Rosa. 
It is one of his very best — rough, grotesque, 
wild 3 Fan has struck it with his hoof 5 the trees> 
the rocks, the fore-ground, are of a piece, and 
the figures are subordinate to the landscape. 
The same dull sky lowers upon the scene, and 
the bleak air chills the crisp surface of the 
water. It is a consolation to us to meet with a 
fine Salvator. His is one of the great names in 
art^ and it is among our sources of regret that 
we cannot always admire his works as we would 
do^ from our respect to his reputation and our 
love of the man. Poor Salvator ! he was unhappy 
in his life-time -, and it vexes us to think that we 
cannot make him amends by fancying him so 
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great a painter as some others^ whose fame 
was not their only inheritance ! 

981, Venus and Cupid, is a delightful copy 
after Correggio. We have no such regrets or 
qualms of conscience with respect to him. 
" He has had his reward.** The weight of his 
renown balances the weight of barbarous coin 
that sunk him' to the earth. Could he live 
now^ and know what others think of him^ his 
misfortunes would seem as dross compared with 
his lasting glory^ and his heart would melt 
within him at the thought^ with a sweetness 
that only his own pencil could express. 

326, The Virgin, Infant Christy and St. John, 
by Andrea del Sarto, is exceedingly good. — 
327, Another Holy Family, by the same, is an 
admirable picture, and only inferior to Raphael. 
It has delicacy, force, thought, and feeling. 
" What lacks it then,** to be equal to Raphael ? 
We hardly know, unless it be a certain firm- 
ness and freedom, and glowing animation. 
The execution is more timid and laboured. 
It looks like a picture (an exquisite one, in- 
deed), but RaphaeFs look like the divine reality 
itself !— 

No. 319, Codes defending the Bridge, is by 
Le firun. We do not like this picture, nor 252, 
The Massacre of the Innocents, by the same artist. 
One reason is that they are French, and 
another that they are not good. They have 
great merit, it is true, but their merits are only 

D 2 
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splendid sins. They are mechanical^ mannered, 
colourless, and unfeeling. 

No. 248, is MuriUo*s Spamsh Girl toith 
Flowers. The sun tinted the young gipsey's 
complexion, and not the painter. — ^No. 215, is 
The CasatelUi and Villa of Macenas, near Tivoli, 
by Wilson, with his own portrait in the fore- 
ground. It is an imperfect sketchy but there 
is a curious anecdote relating to it, that he was 
so delighted with the waterfall itself that he 
cried out, while painting it : " Well done, water, 
by G — d !" — ^No. 3*24, Saint Cecilia, by Guercino, 
is a very pleasing picture, in his least gaudy 
manner. — ^No. 263, Venus and Adonis, by Titian. 
We see so many of these Venuses and Adonises 
that we should like to know which is the true 
one. This is one of the best we have seen. 
We have two Francesco Molas in this room, the 
Rape of Proserpine (No. 285), and a Landscape 
with a Holy Family (No. 266). This artist 
dipped his pencil so thoroughly in Titian's pa- 
lette that his works cannot fail to have that rich, 
mellow look, which is always delightful. — ^No. 
309, Portrait of Philip the Fourth of Spain, by 
Velasquez, is purity and truth itself. We used 
to like the Sleeping Nymph, by Titian, when we 
saw it formerly in the little entrance-room at 
Desenfans*, but we cannot say much in its praise 
here.* 

* The editor is not aware of any such picture by Titian 
in the Dulwich Gallery at present. 
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The Fifth Room is the smallest^ but the 
most precious in its contents. — ^No. SISS, Spanish 
Beggar Boys, by Murillo^ is the triumph of this 
Collection^ and almost of painting. In the 
imitation of conmion life^ nothing ever went 
beyond it^ or, as far as we can judge, came up 
to it. A Dutch picture is mechanical, and 
mere still life to it. But this is life itself. The 
boy at play on the ground is miraculous. It is 
done with a few dragging strokes of the pencil, 
and with a little tinge of colour ^ but the 
mouth, the nose, the eyes, the chin, are as 
brimful as they can hold of expression, of arch 
roguery, of animal spirits, of vigorous, elastic 
health. The vivid> glowing, cheerful look is 
such as could only be found beneath a southern 
sun. The fens and dykes of Holland (with all 
our respect for them) could never produce such 
an epitome of the vital principle. The other 
boy, standing up with the pitcher in his hand, 
and a crust of bread in his mouth, is scarcely 
less excellent. His sulky, phlegmatic indif* 
ference speaks for itself. The companion to 
this picture, 284, is also very fine. Compared 
with these imitations of nature, as faultless as 
they are spirited, Murillo's Virgins and Angels, 
however good in themselves, look vapid, and 
even vulgar. A Child Sleeping (330), by the 
same painter, is a beautiful and masterly study. 
—No. 128, a Musical Party, by Giorgione, is 
well worthy the notice of the connoisseur. "- 
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No. SS\, St, John preaching in the Wilderness, 
by Guido, is an extraordinary picture^ and very 
unlike this painter's usual manner. The co- 
lour is as if the flesh had been stained all 
over with brick -dust. There is^ however^ a 
wildness about it which accords weU with the 
subject^ and the figure of St. John is fuU of grace 
and gusto. — No. 339, The Martyrdom of St. 
Sebastian, by the same, is much finer, both as to 
execution and expression. The face is imbued 
with deep passion. — ^No. 133, Portrait of a Man, 
by L. da Vinci, is truly simple and grand, and 
at once carries you back to that age. — Boors 
Merry Making, by A. Ostade (190), is fine ; but 
has no business where it is. Yet it takes up 
very little room. — No. 340, Portrait of Mrs. 
Siddons, in the character of the Tragic Muse, by 
Sir Joshua, appears to us to resemble neither 
Mrs. Siddons nor the Tragic Muse. It is in a 
bastard style of art. Sir Joshua had an im- 
portunate theory of improving upon nature. He 
might improve upon indifferent nature, but 
when he had got the finest, he thought to im- 
prove upon that too, and only spoiled it. — 
No. 265, The Virgin and Child, by Correggio, 
can only be a copy.* — ^No. 191, The Judgment 
of Paris, by Vanderwerff', is a picture, and by a 
master that we hate. He always chooses for 

♦ It is a copy from ' Correggio's Fierge au Pamer,ia 
tli6 Nfttional Gallery, No. 23. 
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his subjects naked figures of women^ and tan- 
talises us by making them of coloured ivory. 
They are like hard-ware toys. — ^No. 333, a Car- 
dinal blessing a Person, by P. Veronese^ is dignified 
and picturesque in the highest degree. — No. 
349> The Adoration of the Shepherds, by Annibal 
Caracci^ is an elaborate^ but not very successful 
performance. — ^No. 329, Christ bearing his Cross, 
by Morales, concludes the list, and is worthy to 
conclude it 
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Our intercourse with the dead is better than 
our intercourse with the living. There are only 
three pleasures in life pure and lasting, and all 
derived from inanimate things — books, pictures, 
and the face of nature. What is the world but 
a heap of ruined friendships, but the grave of 
love ? All other pleasures are as false and 
hollow, vanishing from our embrace like smoke, 
or like a feverish dream. Scarcely can we re- 
collect that they were, or recal without an effort 
the anxious and momentary interest we took 
in them. 

But thou, oh ! divine Bath of Diana, with 
deep azure dyes, with roseate hues, spread by 
the hand of Titian, art still there upon the wall, 
another, yet the same that thou wert five-and- 
twenty years ago, nor wantest 

• Forked monntain or blue promontory 

With trees upon^t that nod unto the world, 
And mock our eyes with air ! 



1 
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And lo ! over the clear lone brow of Tuderley 
and Norman Courts knit into the web and fibres 
of our heart, the sighing grove waves in the 
autumnal air^ deserted by Love^ by Hope^ but 
for ever haunted by Memory ! And there that 
fine passage stands in Antony and Cleopatra 
as we read it long ago with exulting eyes in 
Paris^ after puzzling over a tragedy of Racine's^ 
and cried aloud : '' Our Shakspeare was also 
a poet!" These feelings are dear to us at 
the time 5 and they come back unimpaired^ 
heightened, mellowed, whenever we choose to 
go back to them. We turn over the leaf and 
'^ volume of the brain/' and there see them face 
to face. — ^Marina in Pericles complains that 

Life is as a storm hurrying her from her friends I 

Not so from the friends above-mentioned. If 
we bring but an eye, an understanding, and a 
heart to them, we find them always with us, 
always the same. The change, if there is one, is 
in us, not in them. Oh! thou then, whoever 
thou art, that dost seek happiness in thyself, 
independent of others, not subject to caprice, 
not mocked by insult, not snatched away by 
ruthless hands, over which Time has no power, 
and that Death alone cancels, seek it (if thou 
art wise) in books, in pictures, and the face of 
nature, for these alone we may count upon as 
friends for life! While we are true to our- 
selves, they will not be faithless to us. While 
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we remember any thing* we cannot forget 
them. As long as we have a wish for pleasure^ 
we may find it here ; for it depends only on our 
love for them, and not on theirs for us. The en- 
joyment is purely ideal, and is refined, unembit- 
tered, unfading, for that reason. 

A complaint has been made of the short-lived 
duration of works of art, and particularly of 
pictures ; and poets more especially are apt to 
lament and to indulge in elegiac strains over the 
fragile beauties of the sister-art. The complaint 
is inconsiderate, if not invidious. They will last 
our time. Nay, they have lasted centuries before 
as, and will last centuries after us ; and even when 
they are no more, will leave a shadow and a cloud 
of glory behind them, through all time. Lord 
Bacon exclaims triumphantly, " Have not the 
poems of Homer lasted five-and-twenty hundred 
years, and not a syllable of them is lost ? ** But 
it might be asked in return, " Have not many 
of the Greek statues now lasted almost as long, 
without losing a particle of their splendour or 
their meaning, while the Iliad (except to a very 
few) has become almost a dead letter ? ** Has 
not the Venus of Medicis had almost as many 
partisans and admirers as the Helen of the old 
blind bard ? Besides, what has Phidias gained in 
reputation even by the discovery of the Elgin 
Marbles ? Or is not Michael Angelo's the greatest 
name in modern art, whose works we only know 
from description and by report ? Surely, there 



staffokd's GAI4LERY. 43 

is something in a name^ in wide-spread reputation, 
in endless renown, to satisfy the amhition of the 
mind of man. Who in his works would vie 
immortality with nature ? An epitaph, an ever- 
lasting monument in the dim remembrance of 
ageSj is enough below the skies. Moreover, the 
sense of final inevitable decay humaiiises, and gives 
an affecting character to the triumphs of exalted 
art. Imperishable works executed by perishable 
hands are a sort of insult to our nature, and 
almost a contradiction in terms. They are un- 
grateful children, and mock the makers. Neither 

^ is the noble idea of antiquity legibly made out 
without the marks of the progress and lapse of 
time. That which is as good now as ever it was 
seems a thing of yesterday. Nothing is old to 
the imagination that does not appear to grow 
old. Ruins are grander and more venerable than 
any modern structure can be, or than the oldest 
could be if kept in the most entire preservation. 
They convey the perspective of time. So the 
Elgin Marbles are more impressive from their 
mouldering, imperfect state. They transport us 
to the Parthenon, and old Greece. The Theseus 
is of the age of Theseus : while the Apollo Bel- 
vedere is a modern fine gentleman ; and we think 

• of this last figure only as an ornament to the 
room where it happens to be placed. — We con- 
ceive that those are persons of narrow minds who 
cannot relish an author's style that smacks of 
time, that has a crust of antiquity over it, like 
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that which gathers upon old wine. These sprink- 
lings of arckaitnu and obsolete turns of expres- 
sion (so abhorrent to the fashionable reader) are 
intellectual links that connect the generations 
together^ and enlarge our knowledge of language 
and of nature. Of the two^ we prefer black-letter 
to hot-pressed paper ! Does not every language 
change and wear out ? Do not the most popular 
writers become quaint and old-fashioned every 
fifty or every hundred years ? Is there not a con* 
stant conflict of taste and opinion between those 
who adhere to the established and triter modes 
of expression^ and those who afifect glossy innova- 
tions, in advance of the age ? It is pride enough 
for the best authors to have been read. This ap- 
plies to their own country 3 and to all others, 
they are " a book sealed." But Rubens is as good 
in Holland as he is in Flanders, where he was 
born, in Italy or in Spain, in England, or in Scot- 
land — no, there alone he is not understood. The 
Scotch understand nothing but what is Scotch. 
What has the dry, husky, economic eye of Scot- 
land to do with the florid hues and luxuriant 
extravagance of Rubens ? Nothing. They like 
Wilkie's pauper style better. 

It may be said that translations remedy the 
want of universality of language : but prints give 
(at least) as good an idea of pictures as transla- 
tions do of poems, or of any productions of the 
press that employ the colouring of style and im- 
agination. Gil Bias is translateable ; Racine and 
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Rousseau are not. The mere English student 
knows more of the character and spirit of Ra- 
phael's pictures in the Vatican^ from a print, than 
he does of Ariosto or Tasso from Hoole's ver- 
sion. There is, however, one exception to the 
catholic language of painting, which is in French 
pictures. They are national fixtures, and ought 
never to he removed from the soil in which they 
grow. They will not answer any where else, nor 
are they worth Custom-house duties. Flemish, 
Dutch, Spanish, Italian, are all good and intel- 
ligible in their several ways — ^we know what they 
mean — they require no interpreter: hut the French 
painters see nature with organs and with minds 
peculiarly their own. One must he bom in France 
to understand their painting or their poetry. 
Their productions in art are either literal, or ex- 
travagant— -dry, frigid faC'Similes, in which they 
seem to take up nature by pin-points, or else 
vapid distorted caricatures, out of all rule and 
compass. They are, in fact, at home only in the 
light and elegant ; and whenever they attempt 
to add force or solidity (as they must do in the 
severer productions of the pencil) they are com- 
pelled to substitute an excess of minute industry 
for a comprehension of the whole, or make a 
desperate mechanical effort at extreme expression, 
instead of giving the true, natural, and powerful 
workings of passion. Their representations of 
nature are meagre skeletons^ that bear the same 
relation to the originals that botanical specimens. 
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enclosed in a portfolio, flat, dry> bard, and pith- 
less, do to flourishing plants and shrubs. Their 
historical figures are painful outlines^ or gradua- 
ted elevations of the common statues, spiritless, 
colourless, motionless, which have the form, but 
none of the power of the antiqvte. What an abor- 
tive attempt is the Coronation of Napoleon, by the 
celebrated David, lately exhibited in this country ! 
It looks like a finished sign-post painting — a sea 
of frozen outlines. — Could the artist make nothing 
of " the foremost man in all this world," but a 
stiff, upright figure ? The figure and attitude of 
the Empress are, however, pretty and graceful ; 
and we recollect one face in profile, of an ec- 
clesiastic, to the right, with a sanguine look of 
health in the complexion, and a large benevo- 
lence of soul. It is not Monsieur Talleyrand, 
whom the late Lord Castlereagh characterised as 
a worthy man and his friend. His lordship was 
not a physiognomist ! The whole of the shadow- 
ed part of the picture seems to be enveloped in 
a shower of blue powder. — ^But to make amends 
for all that there is or that there is not in the 
work, David has introduced his wife and his two. 
daughters 5 and in the Catalogue has given us 
the places of abode, and the names of the hus- 
bands of the latter. This is a little out of place, 
yet these are the people who laugh at our blun- 
ders. We do not mean to extend the above 
sweeping censure to Claude, or Foussin: of 
course they are excepted : but even in them the 
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national character lurked amidst unrivalled ex* 
cellence. If Claude has a faulty it is that he is 
finical ; and Foussin*s figures might be said by 
a satirist to be antique puppets. To proceed to 
our task.— 

The first picture that struck us on entering 
the Marquis of Stafford's Gallery (a little bewil. 
dered as we were with old recollections and 
present objects) was the Meeting of Christ and 
St John, one of Raphael's master-pieces. The 
eager " child-worship " of the young St. John, 
the modest retirement and dignified sweetness 
of the Christ, and the graceful, matron-like air of. 
the Virgin bending over them, full and noble, 
yet feminine and elegant, cannot be surpassed. 
No words can describe them to those who have 
not seen the picture : — ^the attempt is still vainer 
to those who have. There is, however, a very 
fine engraving of this picture, which may be 
had for a trifling sum. — ^No glory is around the 
head of the Mother, nor is it needed : but the 
soul of the painter sheds its influence over it like 
a dove, and the spirit of love, sanctity, beauty, 
breathes from the divine group. There are four 
Raphaels (Holy Families) in this collection, two 
others by the side of this in his early more 
precise and affected manner, scnnewhat faded, 
and a small one of the Virgin, Sleeping Jesus, and 
St. John, in his finest manner. There is, or 
there was, a duplicate of this picture (of which 
the engraving is also common) in the Louvre, 
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which was certainly superior to the one at the 
Marquis of Stafford's. The colouring of the 
drapery in that too was cold^ and the face of 
the Virgin thin and poor 5 but never was infancy 
laid asleep more calmly, more sweetly, more 
soundly, than in the figure of our Saviour — ^the 
little pouting mouth seemed to drink balmy, in- 
nocent sleep — and the rude expression of won- 
der and delight in the more robust, sun-burnt, 
fiir-clad figure of St. John was as spirited in 
itself as it was striking, when contrasted with 
the meeker beauties of the figure opposed to 
it. — ^From these we turn to the Four Ages, by 
Titian, or Giorgione, as some say. Strange 
that there should have lived two men in the same 
age, on the same spot of earth, with respect to 
whom it should bear a question — ^which of them 
painted such a picture ! Barry, we remember, 
and Collins, the miniature-painter, thought it a 
Giorgione, and they were considered two of the 
best judges going, at the time this picture was 
exhibited, among others, in the Orleans Gallery. 
We cannot pretend to decide on such nice mat- 
ters ex cathedrd ; but no painter need be ashamed 
to own it. The gradations of human life are 
marked with characteristic felicity, and the land- 
scape, which is thrown in, adds a pastoral charm 
and naivetd to the whole. To live or to die in 
such a chosen still retreat, must be happiness ! 
Certainly, this composition suggests a beautiful 
moral lesson ^ and as to the painting of the group 
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of children in the comer, we suppose, for care- 
less freedom of pencil, and a certain milky soft- 
ness of the flesh, it can scarcely be parallelled. 
Over the three Raphaels is a Danue, by Annibal 
Garacci, which we used to adore where it was 
hung on high in the Orleans Gallery. The face 
is fine, up-turned, expectant 5 and the figure no 
less fine, desirable, ample, worthy of a God.— ^ 
The golden shower is just seen descending -, the 
landscape at a distance has (so fancy might in-^ 
terpret) a cold, shuddering aspect. There is 
another very fine picture of the same hand close 
by, SL Gregory with Angela, It is difficult to 
know which to admire most, the resigned and 
yet earnest expression of the Saint, or the ele- 
gant forms, the graceful attitudes, and bland, 
cordial, benignant faces of the attendant angels. 
The artist in these last has evidently had an eye 
to Gorreggio> both in the waving outline and in 
the charm of the expression ; and he has suc- 
ceeded admirably, but not entirely. Something 
of the extreme unction of Correggio is wanting. 
The drawing of Annibal's Angels is, perhaps, 
too firm, too sinewy, too masculine. In Cor- 
reggio, the Angel's spirit seemed to be united to 
a human body, to imbue, mould, penetrate every 
part with its sweetness and softness : in Cai^acci^ 
you would say that a heavenly spirit inhabited^ 
looked out -of, moved a goodly human frame. 

And o*er infon^ed the tenement of clay. 

E 
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The composition of this picture is rathier 
forced (it was one of those mode to order for 
the monks) and the colour is somewhat me- 
tallic ; but it has, notwithstanding, on the whole, 
a striking and tolerably harmonious effect. — - 
There is still another picture by Caracci (also an 
old favourite with us, for it was in the Orleans 
set) Diana and Nymphs bathing, with the story 
of Calisto. It is one of his very best, with some- 
thing of the drawing of the antique, and the 
landscape-colouring of Titian. The figures are 
all heroic, handsome, such as might belong to 
huntresses, or Goddesses : and the coolness and 
seclusion of the scene, under grey over-hanging 
cliff's, and brown overshadowing trees, with all 
the richness and truth of nature, have the effect 
of an enchanting reality. — ^The story and figures 
are more classical and better managed than those 
of the Diana and Calisto by I'itian ; but there is 
a charm in that picture and the fellow to it, the 
Diana and Actaon (there is no other fellow to 
it in the world !), which no words can convey. 
It is the charm thrown over each by the 
greatest genius for colouring that the world ever 
saw. It is difficult, nay, impossible, to say 
which is the finest in this respect : but either 
one or the other (whichever we turn to, and we 
can never be satisfied with looking at either-— 
so rich a scene do they unfold, so serene a 
harmony do they infuse into the soid) is like a 
divine piece of music, or rises " like an exhala- 
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.tion of rich distilled perfumes." In the figures, 
in the landscape^ in the water, in the sky, there 
are tones, colours, scattered with a profuse 
and unerring hand, gorgeous, but most true« 
dazzling with their force, but blended, softened, 
woven together into a woof like that of Iris- 
tints of flesh colour, as if you saw the blood 
circling beneath the pearly skin ; clouds em- 
purpled with setting suns : hills steeped in azure 
skies 3 trees turning to a mellow brown ; the 
cold grey rocks, and the water so translucent 
that you see the shadows and the snowy feet of 
the naked nymphs in it. With all this prodiga- 
lity of genius, there is the greatest severity and 
discipline of art. The figures seem grouped for 
the effect of colour — the most striking contrasts 
are struck out, and then a third object, a piece 
of drapery, an uplifted arm, a bow and arrows, 
a straggling weed, is introduced to make an in- 
termediate tint, or carry on the harmony. Every 
colour is melted, impasted into every other, 
with fine keeping and bold diversity. Look at 
that indignant, queen-like figure of Diana (more 
perhaps like an offended mortal princess than 
an immortal Goddess, though the immortalis 
could frown and give themselves strange airs), 
and see the snowy,, ermine-like skin ; the pale 
clear shadows of the delicately formed back; 
then the brown colour of the slender trees 
behind to set off the shaded flesh 5 and last, the 
dark figure of the Ethiopian girl* behind, com- 

E 2 
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pleting the gradation. Then the bright scarf 
suspended in the air connects itself with the 
glowing clouds^ and deepens the solemn azure 
of the sky : Actseon's bow and arrows fallen on 
the ground are also red; and there is a little 
flower on the brink of the Bath which catches 
and pleases the eye, saturated with this colour. 
The yellowish grey of the earth purifies the low 
tone of the figures where they are in half-sha- 
dow 5 and this again is enlivened by the leaden- 
-coloured fountain of the bath^ which is set off (or 
kept down in its proper place) by the blue vest- 
ments strewn near it The figure of Actaeon is 
spirited and natural ^ it is that of a bold rough 
hunter in the early ages, struck with surprise^ 
abashed with beauty. The forms of some of the 
female figures are elegant enough, particularly 
that of Diana in the story of Calisto; and there 
is a very pretty-faced girl mischievously drag- 
ging the culprit forward ; but it is the texture of 
the flesh that is thoroughly delicious, unrivalled, 
surpassingly fair. The landscape canopies the 
living scene vrith a sort of proud, disdainful 
consciousness. The trees nod to it, and the 
hills roll at a distance in a sea of colour. Every 
where tone, not form, predominates — there is 
not a distinct line in the picture — ^but a gusto, 
a rich taste of colour is left upon the eye, 
as if it were the palate, and the diapason of 
picturesque harmony is full to overflowing, 
"Oh Titian and Nature ! which of you copied 
the other?" 
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' We are ashamed of this description^ now that 
we have made it^ and heartily wish somebody 
would make a better. There is another Titian 
here (which was also in the Orleans Gallery)^* 
Femis rising from the Sea. The figure and face 
are gpracefuUy designed and sweetly expressed : — 
whether it is the picture of the Goddess 6f Love 
may admit of a question : that it is the picture 
of a lovely woman, in a lovely attitude, admits 
of none* The half-shadow^ in which most of it 
is painted, is a kind of veil through which the 
delicate skin shows more transparent and aerieU 
There is nothing in the picture but this single 
exquisitely turned figure, and if it were continued 
dovniward to a whole length, it would seem 
like a copy of a statue of the Groddess carved in 
ivory or marble 5 but being only a half-length, 
it has not this effect at all, but looks like an 
^hchanting study, or a part of a larger compo- 
sition, selected a Venvi. — ^The haii*, and the arm 
holding it up, are nearly the same as in the 
Well-known picture of TiHah's Mistress, and 
«s deliciousi The back-ground is beautifully 
punted. We said before that there was no ob- 
ject in the picture detached from the principal 
figure. Nay, there is the sea, and a sea-shell, 
but these might be given in sculpture. . ^ 

* Two thirds of the principal pictures in the Orleans 

^Collection are at present at Stafford -House, and third 

pnxehased by the Marquis of Stafford, and another third 

left by the Duke of Bridgewater, another of the purchasfiiq. 

Mr. Brian had the remaining third. 
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Under the Fenui, is a portrait, by Vandyke^ 
of Thomas Howard, Earl of Arundel, a most 
gentleman*like performance, mild, clear, intelli* 
gent, unassuming; and on the right of the 
spectator, a Madonna, by Guido, with the icy 
glow of sanctity upon it $ and to the left, the 
Fable of Salmacis, hy Mhano (saving the ambi« 
guity of the subject), exquisitely punted. Four 
finer specimens of the art can scarcely be found 
again in so small a compass. There is in 
another room a portrait, said to be by Moroni, 
called Titian's School-mastbb, from a vague 
tradition that he was in the habit of frequently 
visiting, in order to study and learn from it. li 
so, he must have profited by his assiduity ; for 
it looks as if he had painted it. Not knowing 
any thing of Moroni, if we had been asked 
who had done it, we should have replied, 
'* Either Titian or the DeviL** It is considerably 
more laboured and minute than Titian ^ but 
the only objection at all staggering is that it 
has less fiery animation than is ordinarily to 
be found in his pictures. Look at the portrait 
above it, for instance — Clement VII. by the 
great Venetian 3 and you find the eye look- 
ing at you again, as if it had been observing 
you all the time : but the eye in Titian's School- 

*'' Aut Erasmus aut Diabolus.'* Sir Thomas More's 
exclamation on meeting with the philosopher of Rot- 
terdam. 
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master, is an eye to look at, not to look with,* ot 
if it looks at jo\x, it does not look through yoa, 
which may almost be made a test of Titian's 
heads. There is not the spirit, the intelligence 
within, moulding the expression, and giving it 
intensity of purpose and decision of character.. 
In every other respect but this (and perhaps a 
certain want of breadth) it is as good as Titian^ 
There is (we understand) a half-length of Cle^ 
ment VII. by Julio Rqmano, in the Papal Palace 
at Rome, in which he is represented as seated 
above the spectator, with the head elevated and 
the eye looking down like a camel's with an 
fonazing dignity of aspect. The picture (Mr. 
Northcote says) is hard and ill-coloured, but, in 
strength of character and conception, superior to 
the Titian at the Marquis of Stafford's. Titian, 
undoubtedly, put a good deal of his own 
character into his portraits. He was not himself 
filled with the '' milk of human kindness." He 
got his brother, who promised to rival him in 
his own art, and of whom he was jealous, sent 
on a foreign embassy 5 and he so frightened 
Fordenone, while he was painting an altar-piece 
for a church, that he worked with his palette 
and brushes in his hand, and a drawn sword 
l^y bis side. 

We meet with one or two admirable portraits, 
particularly No. 112, by Tintoretto, which is of 

* The late Mr. Curran described John Kemble's eye 
in these words. 
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a Rjxe fleshy tone, and ji Doge of Venice, hj 
Palma Vecchio, stamped with an expressive 
look of official and assumed dig^ty. There is a 
Bassano^ No. 95, The drcumcitwn, the colours 
of which are somewhat dingy with age, and 
sunk into the canvas 3 hut as the sun shone 
upon it while we were looking at it, it glittered 
all green and gold. Bauano$ execution is as 
fine as possible, and his cokuring has a most 
striking harmonious effect. 

We must not forget the Muleteers, supposed 
to be by Correggio, in which the figure of the 
mule seems actually passing across the picture 
(you hear bis bells) 5 nor the little copy of his'^ 
Marriage of St Catherine, by L. Caracd, which 
is all over grace, delicacy, and sweetness.. 
Any one may judge of his progress in a taste 
for the refinements of art, by his liking for this 
picture. Indeed, Correggio is the very essence 
of refinement. Among other pictures in the^ 
Italian division of the gallery, we would pointy 
out the Claudes (particularly Nos. 43 and 50,) 
which, though inferior to Mr. Angerstein*s as 
compositions, preserve more of the delicacy of 
execution, (or what Barry used to call ** the fine 
oleaginous touches of Claude 'y^two small Gas- 
par Poussins, in which the landscape seems to^ 
have been just washed by a shower, and the 
storm blown over. 

The Death of Adonis, byLuca Cambiasi, an 
Ocleans picture, lovely in sorrow, and in speech- 
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less agony/ and faded like the life tbat is 
just expiring in it. A Joseph and PoHphar*s 
Wife, by Alessandro Veronese, a very clever and 
sensible, but rigidly painted picture* — an Albert 
Durer, the Death of the Virgin — a Female head, 
by Leonardo da Vinci— ^and the Woman taken in 
Adultery, by Fordenone, which last the reader 
may admire or not, as he pleases. We cannot 
close this list without referring to the Christ 
hearing his cross, by Domenichino, a picture 
full of interest and skill ', and the little touch-' 
ing allegory of the Infant Christ sleeping on a 
Cross, by Guido. 

The Dutch School contains a number of ex- 
cellent specimens of the best masters. There are 
two Tenierses, a Ffair, and Boors merry-making, 
unrivalled for a look of the open air, for 
Hvely awkward gesture, and variety and gro-> 
tesqueness of grouping and rustic character. 
There is a little picture, by Le Nain, called 
the Village Minstrel, with a set of youthful au-^ 
ditors, the most incorrigible' little mischievous 
iirchins we ever saw, but with admirable ex-> 
eution and expression. The Metzus are curi- 
ous and fine — ^the Ostades admirable. Gerard 
Douw's own portrait is certainly a gem. We 
noticed a Ruysdael in one comer of the roonv 
[No. 281]^ a dark, flat, wooded country, but 
delectable in tone and pencilling. Vandevelde*s 

* It is said in the catalogue to be painted on touch* 
ttone. 
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Sea-pieces are capital — ^the water is smooth as 
glass^ and the boats and vessels have the buoy- 
ancy of butterflies on it. The Sea-part, by A* 
Cuyp> is miraculous for truth, brilliancy, and 
clearness, almost beyond actual water. These 
cannot be passed over; but there is a little 
picture which we beg to commend to the gentle 
reader, the Vangoyen, at the end of the room. 
No. 156, which has that yellow-tawny colour 
in the meads, and that grey chill look in the 
old convent, that give one the precise feeling 
pf a mild day towards the end of winter, in a 
humid, marshy country. We many years ago 
copied a Vangoyen, a view of a Canal 'ivnth 
yellow tufted banks and gliding sail,*' modestly 
pencilled, truly felt — and have had an affection 
for him ever since. There is a small inner room 
with some most respectable modem pictures. 
Wilkie*s BrecJcfast'table is among them. 

The Sacraments, by N. Foussin, occupy a 
separate room by themselves, and have a grand 
and solemn effiect; but we could hardly se^ 
them where they are ; and in general we prefer 
bis treatment of light and classical subjects to 
those of sacred history. He wanted wdght for 
the last 5 or, if that word is objected to« we will 
change it, and say ybrce. 

On the whole, the Stafford Gallery is proba- 
bly the most magnificent Collection this country 
can boast. The specimens of the different 
schools are as numerous as they are select ^ 
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and they are equally calculated to delight the 
student by the degree, or to inform the unini- 
tiated by the variety^ of excellence. Yet even 
this Collection is not complete. It is deficient 
in Rembrandts^ Vandykes, and Rubenses ; except 
one splendid allegory and fruit - piece by the 
last 
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PICTURES AT WINDSOR CASTLE. 



The palaces of Windsor and Hampton-Court 
contain pictures worthy of the feelings we attach 
to the names of those places. The first boasts 
a number of individual pictures of great excel- 
lence and interest^ and the last the Cartoons. 

Windsor Castle is remarkable in many re- 
spects. Its tall^ grey, square towers, seated on 
a striking eminence, overlook for many miles 
the subjacent country, and, eyed in the distance, 
lead the mind of the solitary traveller to roman- 
tic musing ^ or, approached nearer, give the heart 
a quicker and stronger pulsation. Windsor, be- 
sides its picturesque, commanding situation, and 
its being the only palace in the kingdom fit 
for the receptacle of '' a line of kings," is the 
scene of many classical associations. Who can 
pass through Datchet, and the neighbouring 
greensward paths, and not think of Falsta£P, of 
Anne Page, and the oak of Heme the hunter ; 
Or, if he does not, still he is afifected by them as 
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tf he did. The tall slim deer glance startled by^ 
in some neglected track of memory^ and fairies 
trip it in the unconscious haunts qf the imagi- 
nation ! Fope^s lines on Windsor Forest also 
suggest themselves to the mind in the same 
way, and make the air about it delicate. Gray, 
has consecrated the same spot by his Ode on. 
a Distant Prospect of Eton College ; and the finest 
passage in Burke's writings is his comparison 
of the British Monarchy to ^'the proud Keep 
of Windsor.*' The walls and massy towers of 
Windsor Castle are indeed built of solid stone^ 
weather -beaten, time -proof; but the image 
answering to them in the mind's eye is woven of 
pure thought and the airy films of the imagina- 
tion— Arachne's web not finer ! 

The rooms are dull and comfortless at this 
time of the year,* and gilded ceilings look down 
on smoky fire-places. The view from the win- 
dows, too, which is so rich and glowing in the 
summer-time, is desolate and deformed with the 
rains overflowing the marshy grounds. As ta 
physical oHofort, one seems to have no more of 
it in these tapestried halls and on miurble floors^ 
than th^ poor \Ard driven before the pelting 
^rm, or the ploughboy seeking shelter from 
the drizzling sky, in his sheepskin jacket and 
clouted shpes, beneath the dripping, leafless 
spray» ' The palace does not (more than the 

• The present criticism was written in February, 1823. 
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hovel) always defend us against tlie winter's 
cold. The apartments are also filled with too 
many rubbishly pictures of kings and queens — 
there are too many of Verrio's paintings, and a 
whole roomful of West's 5 but there are ten or 
twenty pictures which the eye, having once seen, 
never loses sight of, and that make Windsor 
one of the retreats and treasuries of art in this 
country. These, however, are chiefly pictures 
which have a personal and individual interest 
attached to them, as we have already hinted? 
there are very few historical compositions of 
any value, and the subjects of the others are 
so desultory that the young person who shows 
them, and goes through the names of the paint- 
ers and portraits very correctly, said she very 
nearly went out of her mind in the three weeks 
she was '^ studying her part.** It is a matter of 
nomenclature: we hope we shall make as few 
blunders in our report as she did. 

In the first room the stranger is shown into, 
there are two large landscapes by Zuccarelli 
(26 and 27). They are clever well-painted pic- 
tures ; but they are worth nothing. The fault 
of this artist is that there is nothing absolutely 
good or bad in his pictures. They are mere 
handicraft. The whole is done with a certain 
mechanical ease and indifference^ but it is 
evident no part of the picture gave him any 
pleasure, and it is impossible it should give the 
spectator any. His only ambition was to execute 
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his task so as to save his credit $ and your first 
impulse is to turn away from the picture^ and 
save your time. 

In the next room> there are four Vandykes- 
two of them excellent. One is the Duchess of 
Richmond (S), a whole-lengthy in a white satin 
df apery^ with a pet lamb. The expression of her 
face is a little sullen and capricious. The other^ 
the Countess of Carlisle (14), has a shrewd, 
clever, sensible countenance; and, in a certain 
archness of look, and the contour of the lower 
part of the face, resembles the late Mrs. Jordan. 
— Between these two portraits is a copy after 
Rembrandt, by Gainsborough, a fine sombre, 
mellow head, with the hat flapped over the 
flice.* 

Among the most delightful and interesting of 
the pictures in this Collection, is the portrait by 
Vandyke, of Lady Venetia Digby (6). It is an 
allegorical composition: but what truth, what 
purity, what delicacy in the execution ! You are 
introduced into the presence of a beautiful wo« 
man of quality of a former age, and it would be 
next to impossible to perform an unbecoming 
action with that portrait hanging in the room. 
It has an air of nobility about it, a spirit of hu- 
manity within it. There is a dove-like innocence 

* The only male portrait, by Remhrandt, in Windsor 
Castle is of a Young Man in a Turban. There is a copy, 
by Gainsborough, from Rembrandt's portrait of a Jewish 
Rabbi, at Hampton Court. Ko. 541. 
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and softoess about the eyes ; in the clear^ de-' 
licate complexion^ health and sorrow contend 
for the mastery 5 the mouth is sweetness itself, 
the nose highly intelligent^ and the forehead is 
one of '^ clear-spirited thou^t." !^t misfortune 
has touched all this grace and beauty^ and lef^ 
its canker there. This is shown no less by th^ 
^r that pervades it than by the accompanying 
emblems. The children in particular are ex- 
quisitely painted> suid have an evident reference 
to those we lately noticed in the Pour Ages, by 
Titian. This portrait^ both from the style and 
subject, reminds one forcibly of Mrs. Hutchin* 
son*s admirable Memoirs of her own Life. Both 
are equally history, and the history of the female 
heart (depicted, in the one case, by the pencil,: 
in the other, by the pen,) in the finest age of 
female accomplishment and pious devotion. 

Look at this portrait, breathing the beauty of 
virtue, and compare it with the '^ Beauties*' of 
Charles II.'s court, by Lely.* They look just 
like what they were — ^a set of kept-mistresses^, 
pednted, tawdry, showing off their theatrical or 
meretricious airs and graces, vnthout one trace 
of real elegance or refinement, or one spark of 
sentiment to touch the heart. Lady Grammont^ 
is the handsomest of them [H. C. 163] ; and, 
though the most voluptuous in her attire and 
attitude, the most decent. The Duchess of 

* At Hftmjtton Court. 
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Cleveland [H. C. 160], in her helmet and 
plumes, looks quite like a heroine of romance 
or modem Amazon 5 but for an air of easy 
assurance, inviting admiration, and alarmed at 
nothing but being thought coy, commend us to 
my Lady Rochester above [H. C. 164], in the 
sky-blue drapery, thrown carelessly across her 
shoulders ! As paintings, these celebrated por- 
traits cannot rank very high. They have an 
affected ease, but a real hardness of manner 
and execution ; and they have that contortion of 
attitude and setness of features which we after- 
wards find carried to so disgusting and insipid 

* an excess in Kneller*s portraits. Sir Peter Lely 

* was, however, a better painter than Sir Godfrey 
Kneller — ^that is the highest praise that can be 
accorded to him. He had more spirit, more 
originality, and was the livelier coxcomb of the 
two ! Both these painters possessed considerable 
mechanical dexterity, but it is not of a refined 
kind. Neither of them could be ranked among 
great painters, yet they were thought by their 
contemporaries and themselves superior to every 
one. At the distance of a hundred years we see 
the thing plainly enough. 

In the same room with the portrait of Lady 
Digby, there is one of KiDigrew and Carew, by 
the same masterly hand (4). There is spirit and 
character in the profile of Carew, while the head 
of Killigrew is surprising from its composure 
and sedateness of aspect. He was one of the 

F 
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grave wits of the day, who made nonsense a 
profound study, and turned trifles into phi- 
iosophy, and philosophy into a jest. The pale, 
sallow complexion of this head is throughout 
in wonderful keeping. The beard and face seem 
nearly of the same colour. We often see this 
clear uniform colour of the skin in Titian's 
portraits. But then the dark eyes, beard, and 
eyebrows, give relief and distinctness. The fair 
hair and complexions, that Vandyke usually 
painted, with the almost total absence of shade 
from his pictures, made the task more difficult; 
and, indeed, the prominence and effect he pro- 
duces in this respect, without any of the usual 
means, are almost miraculous. 

There are several of his portraits, equestrian 
and others, of Charles I. in this Collection, some 
of them good, none of them first-rate. Those 
of Henrietta (his Queen) are always delightful. 
The painter has made her the most lady-like of 
Queens, and of women. 

The family picture of the Children of Charles 
I. (11) is certainly admirably painted and ma- 
naged. The large mastiff-dog is inimitably fine 
and true to nature, and seems as if he was 
made to be pulled about by a parcel of royal in- 
fants from generation to generation. In general, 
it may be objected to Vandyke's dressed chil- 
dren that they look like little old men and 
women. His grown-up people had too much 
stiffness and formality ^ and the same thing must 
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quite overlay the playfulness of infancy. Yet 
what a difference between these young princes 
of the House of Stuart^ and two of the princes of 
the reigning famfly with their mother, by Ramsay^ 
which are evident likenesses to this hour ! 

We have lost our reckoning as to the order of 
the pictures and rooms in which they are placed^ 
and must proceed promiscuously through the 
remainder of our catalogue.* 

One of the most noted pictures at Windsor is 
that of the Mis€rs,f by Quintin Matsys [67]. 
Its name is greater than its merits, like many 
other pictures which have a lucky or intelligible 
subject, boldly executed. The conception is 
good, the colouring bad -, the drawing firm, and 
the expression coarse and obvious. We are 
sorry to speak at all disparagingly of Quintin 
Matsys ^ for the story goes that he was origi- 
nally bred a blacksmith, and turned painter to 
gain his master's daughter, who would give her 
hand to no one but on that condition. Happy 
he who thus gained the object of his love, 
though posterity may differ about his merits as 
an artist ! Yet it is certain that any romantic 
incident of this kind, connected with a well- 
known work, inclines us to regard it with a 
favourable instead of a critical eye, by enhancing 

* In the present edition, the references are supplied in 
their brackets. 

t Or more properly the Money-changers. A miser when 
he counts his gold loyes entire solitude. 

p 2 
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our pleasure in it; as the eccentric character^ 
the wild subjects^ and the sounding name of 
Salvator Rosa have tended to lift him into the 
highest rank of fame among painters. 

In the same room with the Misers, by the 
Blacksmith of Antwerp^ is a very different pic- 
ture by Titian^ consisting of two figures also> 
viz. Himself and a Venetian Senator [54]. It is 
one of the finest specimens of this master. His 
own portrait is not much : it has spirit, but is 
hard, with somewhat of a vulgar, knowing look. 
But the head of the Senator* is as fine as any 
thing that ever proceeded from the hand of man. 
The expression is a lambent flame, a soul of fire 
dimmed, not quenched, by age. The flesh is 
flesh. If Rubens' pencil fed upon roses, Titian's 
was carnivorous. The tone is betwixt a gold 
and silver hue. The texture and pencilling are 
marrowy. The dress is a rich crimson, which 
seems to have been growing deeper ever since 
it was painted. It is a front view. As far as 
attitude or action is concerned, it is mere still* 
life; but the look is of that kind that goes 
through you at a single glance. Let any one 
look well at this portrait, and if he then sees 
nothing in it, or in the portraits of this painter 
in general, let him give up virtH and criticism in 
despair. 

This room is rich in valuable gems, which 

* The Chancellor Andrea Franceschini. 
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might serve as a test of a real taste for the art^ 
depending for their value on intrinsic qualities, 
and not on imposing subjects, or mechanical 
arrangement or quantity. As where ''the still 
small voice of reason " is wanting, we judge of 
actions by noisy success and popularity 5 so 
where there is no true moral sense in art, no- 
thing goes down but pomp, and bustle, and pre- 
tension. The eye of taste looks to see if a work 
has nature's finest image and superscription 
upon it, and for no other title and passport to 
fame. There is a Young Mans Head (we be- 
lieve in one comer of this room), by Holbein 
[114], in which we can read high and heroic 
thoughts and resolutions better than in any 
Continence of Sdpio we ever saw, or than in all 
the Battles of Alexander thrown into a lump.* 
There is a Portrait of Erasmus [67], by the 
same, and in the same or an adjoining room, in 
which we see into the mind of a scholar and of 
an amiable man, as through a window. There 
is a Head byParmegiano [60], lofty, triumphant, 
showing the spirit of another age and clime — 
one by Raphael, studious and self-involvedf— 
another, said to be by Leonardo da Vinci (but 
more like Holbein) grown crabbed with age and 
thought — and a girl reading, by Correggio, in- 

* The picture in question is only a copy from Holbein, 
by George Penti , of Nuremberg, 
t There is no Head, by Baphael, at Windsor* 
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tent on her subject, and not forgetting herself.* 
These are the materials of history 5 and if it 
is not made of them, it is a nickname or a 
mockery. All that does not lay open the fine 
net-work of the heart and brain of man, that 
does not make ns see deeper into the soul, is 
but the apparatus and machinery of history- 
painting, and no more to it than the frame is 
to the picture. 

. We noticed a little Mater Dolorosa in one of 
the rooms [65}, by Carlo Dolce, which is a pale, 
pleasing, expressive head. There are two large 
figures of his, a Magdalen [116] and another, the 
Daughter of Herodias [1 18], which are in the 
very falsest style of colouring and expression -, 
and Youth and Age, by Denner,t which are in as 
perfectly bad a taste and style of execution as 
any thing we ever saw of this artist, who was 
an adept in that way. 

We are afraid we have forgotten one or two 
meritorious pictures which we meant to notice. 
There is one we just recollect, a Portrait of a 
Youth in black, by Parmegiano [122]. It is in 
a singular style, but very bold, expressive, and 
natural. There is (in the same apartment of the 
palace) a fine picture of the Battle of Nordlingen, 

♦ There is no such subject, by Correggio, at Windsor. 
Hampton Court possesses a copy of his St, Catherine 
Reading, 

t These are at Hampton Court. Nos. 328, 329. 
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by Rubens.* The size and spirit of the horses 
in the fore-ground^ and the obvious animation of 
the riders^ are finely contrasted with the airy 
perspective and mechanical grouping of the 
armies at a distance i and so as to prevent that 
confusion and want of positive relief which 
usually pervade battle-pieces. In the same 
room (opposite) is Kneller*s Chinese converted to 
Christianity f — a portrait of which he was justly 
proud. It is a fine oil - picture^ clear^ tawny^ 
without trick or affectation^ and full of cha- 
racter. One of Kneller's fine ladies or gentle* 
men^ with their wigs and toupees, would have 
been mortally offended to have been so painted. 
The Chinese retains the same oily sly look^ after 
his conversion as before, and seems just as in- 
capable of a change of religion as a piece of 
terra cotta. On each side of this performance 
are two Guidos, the Perseus and Andromeda, 
and Venus attired by the Graces, t We give the 
preference to the former. The Andromeda is a 
fine, noble figure, in a striking and even daring 
position, vnth an impassioned and highly- 

* There is no such picture at present in the public 
apartments at Windsor. 

t This picture used to hang at Kensington; but it is 
now in the private apartments, either at Buckingham 
Palace or Windsor. 

} These pictures are not in the public rooms at Wind- 
sor, but duplicates of them may be seen at the National 
Gallery. Nos. 87 and 90. 
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wrought expression of features ; and the whole 
scene is in harmony with the subject. The 
Ventis attired by the Graces (though full of 
beauties^ particularly the colouring of the flesh 
in the frail Goddess) is formal and disjointed in 
the composition; and some of the actions are 
void of grace and even of decorum. We allude 
particularly to the Maid-in-waiting, who is comb- 
ing her hair, and to the one tying on her sandals^ 
with her arm crossing Venus's leg at right 
angles. The Cupid in the window is as light 
and wanton as a butterfly flying out of it. He 
may be said to flutter and hover in his own 
delights. There are two capital engravings of 
these pictures by Strange. 



THE 
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This palace is a very magnificent one, and, we 
think, has been undeservedly neglected. It is 
Dutch-built, of handsome red brick, and belongs 
to a class of houses the taste for which appears 
to have been naturalised in this country along 
with the happy introduction of the Houses of 
Orange and Hanover, The approach to it 
through Bushy-park is delightful, inspiriting at 
this time of year 3 and the gardens about it, with 
their close-clipped holly hedges and arbours of 
evergreen, look an artificial summer all the year 
round. The statues that are interspersed do not 
freeze in winter, and are cool and classical in 
the warmer seasons. The Toy-Inn stands oppor- 
tunely at the entrance, to invite the feet of 
those who are tired of a straggling walk from 
Brentford or Kew, or oppressed with thought 
and wonder after seeing the Cartoons. 

Besides these last, however, there are several 
fine pictures here. We shall pass over the 
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Knellers, the Verrios, and the different portraits 
of the Royal Family, and come at once to the 
Nine Muses, by Tintoret (138). Or rather, his 
Nine Muses are summed up in one^ the back- 
figure in the right-hand comer as you look at 
the picture, which is all grandeur, elegance, and 
grace. — We should think that in the gusto of 
form and a noble freedom of outline, Michael 
Angelo could hardly have surpassed this figure. 
The face too, which is half turned round, is 
charmingly handsome. The back, the shoulders, 
the legs, are the perfection of bold delicacy^ 
expanded into full-blown luxuriance, and then 
retiring as it were from their own proud beauty 
and conscious charms into soft and airy loveli- 
ness — 

Fine by degrees, and beautifully less. 

Is it a Muse ? Or is it not a figure formed for 
action more than contemplation ? Perhaps this 
hypercritical objection may be true ; and it 
might without any change of character or im- 
propriety be supposed, from its buoyancy^ its 
ease, and sinewy elasticity, to represent the 
quivered Goddess shaping her bow for the chase* 
But, at any rate, it is the figure of a Goddess, or 
of a woman in shape equal to a Goddess* The 
colour is nearly gone, so that it has almost the 
tone of a black and white chalk-drawings and 
the effect of form remains pure and unrivalled. 
There are several other very pleasing and ably* 
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drawn figures in the group> but they are eclipsed 
in the superior splendour of this one. So far 
the composition is faulty, for its balance is de-* 
stroyed -, and there are certain critics who could 
probably maintain that the picture would be 
better if this capital excellence in it had been 
deliberately left out : the picture would, indeed^ 
have been more according to rule, and to the 
taste of those who judge, feel, and see by rule 
only! 

Among the portraits which are curious, is 
one of Bacdo Bandinelli * [59] > with his em- 
blems and implements of sculpture about him, 
said to be by Correggio* We cannot pretend 
to give an opinion on this point ; but it is a 
studious, powerful, and elaborately painted head. 
We find the name of Titian attached to two or 
three portraits in the Collection. There is one 
very fine one of a young man in black, with a 
black head of hair, the face seen in a three- 
quarter view, and the dark piercing eye, full of 
subtle meaning, looking round at you -, which is 
probably by Titian, but certainly not (as it is 
pretended) of himself.f It has not the aquiline 
cast of features by which his own portraits are 

* Mrs. Jameson, however, observes that it bears no 
resemblance to the best authenticated portraits of this 
eminent sculptor. 

+ There are five portraits by Titian at Hampton Court. 
Nos. 38, 70, 100, 101, and 397. The one referred to is 
1^0. 100 or 101. 
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obyiously distinguished. We have seen a print 
of this picture^ in which it is said to be done 
for Ignatius Loyola. The portrait of a lady with 
green and white purfled sleeves [116] (like the 
leaves and flower of the water-lily^ and as dear !) 
is admirable. It was in the Pali-Mall exhibition 
of the Old Masters a short time ago 5 and is by 
Sebastian del Piombo. — The care of the painting, 
the natural ease of the attitude, and the steady, 
sensible, conversable look of the countenance, 
place this in a class of pictures which one feels 
a wish to have always by one's side, whenevei 
there is a want of thought, or a flaw in the 
temper, that requires filling up or setting to 
rights by some agreeable and at the same time 
not over-exciting object. There are several sot' 
disant Parmegianos 5 one or two good Bassanos ; 
a Battle-Piece [1] set down to Giulio Romano 5* 
a coloured drawing (in one comer of a room) 
of a Nymph and Satyr is very fine 5 and some 
of Poelemberg*s little disagreeable pictures of 
the same subject, in which the Satyrs look like 
paltry bits of painted wood, and the Nymphs 
are like glazed China-ware. We have a 
prejudice against Poelemberg, which is a rare 
thing with us ! 

The Cartoons occupy a room by themselves — 

* It is a copy by Giulio Romano, after the Fresco in the 
Vatican, designed by Raphael, and executed by Romano 
and others of his scholars. 
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there are not many such rooms in the world. 
All other pictures look like oil and varnish to 
these — we are stopped and attracted by the co- 
lourings the pencilling^ the finishings or the want 
of its that iss by the instrumentalities of the art 
— ^but here the painter seems to have flung his 
mind upon the canvas 3 his thoughts^ his great 
ideas alone prevail; there is nothing between 
us and the subject ; we look through a frame^ 
and see scripture-historieSs and are made actual 
spectators of miraculous events. Not to speak 
it profanely, they are a sort of revelation of the 
subjects of which they treat ; there is an ease 
and freedom of manner about them which 
brings preternatural characters and situations 
home to us with the familiarity of common 
every-day occurrences ; and while the figures 
fills raise, and satisfy the mind, they seem to 
have cost the painter nothing. The Cartoons 
are unique productions in the art. They are 
mere intellectuals or rather visible abstractions 
of truth and nature. Every where else we see 
the means 5 here we arrive at the end apparently 
without any means. There is a Spirit at work 
in the divine creation before us. We are un- 
conscious of any detailss of any steps taken, of 
any progress made 5 we are aware only of com- 
.prehensive resultSs of whole masses and figures. 
The sense of power supersedes the appearance 
}Of effort. It is like a waking dreams vivids but 
lundistinguishable in members joints or limb ; or 
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it is as if we had ourselves seen the persons and 
things at some former period of our being, and 
that the drawing certain dotted lines upon coarse 
paper, by some unknown spell, brought back 
the entire and living images, and made them 
pass before us, palpable to thought, to feeling, 
and to sight. Perhaps not all is owing to ge- 
nius : something of this effect may be ascribed 
to the simplicity of the vehicle employed in em- 
bodying the story, and something to the decayed 
and dilapidated state of the pictures themselves. 
They are the more majestic for being in ruin : 
we are struck chiefly with the truth of pro- 
portion, and the range of conception : all the 
petty, meretricious part of the art is dead in 
them 3 the carnal is made spiritual, the corrupt- 
ible has put on incorruption, and, amidst the 
wreck of colour, and the mouldering of material 
beauty, nothing is left but a universe of thought, 
or the broad, imminent shadows of '' calm con- 
templation and majestic pains !'* 

The jBrst in order is the Death of Ananias : 
(606) and it is one of the noblest of these noble 
designs. The effect is striking 5 and the contrast 
between the stedfast, commanding attitude of the 
Apostle, and the convulsed and prostrate figure 
of Ananias on the floor, is finely imagined. It is 
much as if a groupi of persons on shore stood to 
witness the wreck of life and hope on the rocks 
and quicksands beneath them. The abruptness 
and severity of the transition are, however, broken 
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and relieved by the other human interests in the 
picture. The Ananias is a masterly^ a stupen- 
dous figure. The attitude, the drawing, the ex- 
pression, the ease, the force, are alike wonderful. 
He falls so naturally that it seems as if a person 
could fall in no other way 5 and yet of all the 
ways in which a human figure could fall, it is 
probably the most expressive of a person over- 
whelmed by and in the grasp of Divine ven- 
geance. This is, in some measure, we apprehend, 
the secret of Raphael's success. Most painters, 
in studying an attitude, puzzle themselves to find 
out what will be picturesque, and what will be 
fine, and never discover it : Raphael only thought 
how a person would stand or fall naturally in 
such or such circumstances, and the picturesque 
and the ^ne followed as matters of course. Hence 
the unaffected force and dignity of his style, 
which are only another name for truth and nature 
under impressive and momentous circumstances. 
The distraction of the face, the inclination of the 
head on one side, are as fine as possible, and the 
agony is just verging to that point in which it is 
relieved by death. The expression of ghastly 
wonder in the features of the man on the floor 
next him is also remarkable ; and the mingled 
beauty, grief, and horror in the female head 
behind can never be enough admired or extolled. 
The pain, the sudden and violent contraction of 
the muscles, is as intense as if a sharp instru- 
ment had been driven into the forehead, and yet 
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the same sweetness triumphs there as ever^ the 
most perfect self-command and dignity of de- 
meanour. We could hazard a conjecture that 
this is what forms the great distinction between 
the natural style of Bi^hael and the natural style 
of Hogarth. Both are equally intense ; but the 
one is intense littleness, meanness, vulgarity 3 
the other is intense grandeur, refinement, and 
sublimity. In the one we see common, or some- 
times uncommon and painful, circumstances 
acting with all their force on narrow minds and 
deformed bodies, and bringing out distorted 
and violent efforts at expression ; in the other we 
see noble forms and lofty characters contending 
with adverse, or co-operating with powerful, im- 
pressions from without, and imparting their own 
unaltered grace, and habitual composure to them. 
In Hogarth, generally, the face is excited and 
torn in pieces by some paltry interest of its own; 
in Raphael, on the contrary, it is expanded and 
ennobled by the contemplation of some event or 
object highly interesting in itself : that is to say, 
the passion in the one is intellectual and abstract- 
ed ; the passion in the other is petty, selfish, and 
confined. We have not thought it beneath the 
dignity of the subject to make this comparison 
between two of the most extraordinary and high- 
ly gifted persons that the world ever saw. If 
Raphael had seen Hogarth's pictures, he would 
not have despised them. Those only can do it 
(and they are welcome !) who, wanting all that 
he had, can do nothing that he could not, or that 
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they themselves pretend to accomplish by a£fec- 
tation and bombast. 

Elymas the Sorcerer (607) stands next in order^ 
and is equal in merit. There is a Roman stern- 
ness and severity in the general look of the scene. 
The figure of the apostle^ who is inflicting the 
punishment of blindness on the impostor, is 
grand, commanding, full of ease and dignity: 
and the figure of Elymas is blind all over, and is 
muffled up in its clothes from head to foot. A 
story is told of Mr. Garrick*s objecting to the 
natural effect of the action, in the hearing of the 
late Mr. West, who, in vindication of the painter, 
requested the celebrated comedian to close his 
eyes and walk across the room, when he instantly 
stretched out his hands, and began to grope his 
way with the exact attitude and expression of 
this noble study. It may be worth remarking 
here that this great painter and fine observer of 
human nature has represented the magician with 
a hard iron visage, and strong uncouth figure, 
made up of bones and muscles, as one not 
troubled with weak nerves, nor to be diverted 
from his purpose by idle scruples -, as one who 
repelled aU sympathy with others 3 who was not 
to be moved a jot by their censures or prejudices 
against him, and who could break with ease 
through the cobweb snares which he laid for the 
credulity of mankind, vidthout being once en- 
tangled in bis ovim delusions. His outward form 



82 THE PICTURES AT 

betrays the hard^ unimaginative, self-willed un- 
derstanding of the Sorcerer. — ^There is a head (a 
profile) coming in on one side of the picture, which 
we would point out to our readers as one of the 
most finely relieved, and best preserved, in this 
series. The face of Elymas, and some others in 
the picture, have been a good deal hurt by time 
and ill-treatment. There is a muffy look under 
the nose, as if the water-colour had been washed 
away in some damp lumber-room, or unsheltered 
out-house. The Cartoons have felt " the sea- 
sons* difference,*' being exposed to wind and rain, 
tossed about from place to place, and cut down 
by profane hands to fit them to one of their 
abodes -, so that it is altogether wonderful that, 
' through their looped and tattered wretched- 
ness," any traces are seen of their original splen- 
dour and beauty. That they are greatly changed 
from what they were even a hundred years ago, 
is evident from the heads in the Radcliffe library 
at Oxford, which were cut out from one of them 
that was nearly destroyed by some accident, and 
from the large French engravings of single heads, 
done about the same time, which are as finished 
and correct as possible. Even Sir James Thom- 
hiirs copies bear testimony to the same effect. 
Though without the spirit of the originals, they 
have fewer blots and blotches in them, from 
having been better taken care of. A skeleton is 
barely left of the Cartoons : but their mighty 
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relics^ like the bones of the Mammoth, tell us 
what the entire and living fabric must have 
been. 

In the Gate Beautiful [608] there is a profusion 
of what is fine, and of imposing contrasts. The 
twisted pillars have been found fault with ; but 
there they stand, and will for ever stand to 
answer all cavillers with their wreathed beauty. 
The St. John in this Cartoon is an instance of 
what we have above hinted as to the ravages of 
time on these pictures. In the old French en- 
graving (half the size of life) the features are 
exceedingly well marked and beautiful, whereas 
they lu'e here in a great measure defaced ; and 
the hair, which is at present a mere clotted mass, 
is woven into graceful and waving curls, 

»— Like to those hanging locks 
Of young Apollo. 

Great inroads have been made on the delicate 
outline of the other parts, and the surface has 
been generally injured. The Beggars are as fine 
as ever : they do not lose by the squalid con- 
dition of their garb or features, but remain 
patriarchs of poverty, and mighty in disease and 
infirmity, as if they crawled and grovelled on the 
pavement of Heaven. They are lifted above this 
world ! The child canying the doves at his back 
is an exquisite example of grace, and innocence, 
and buoyant motion ; and the face and figure of 

o 2 
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the young woman seen directly over him give a 
glad welcome to the eye in their fresh, unalloyed, 
and radiant sweetness and joy. This head seems 
to have been spared from the unhallowed touch 
of injury, like a little isle or circlet of beauty^ 
It was guarded, we may suppose, by its own 
heavenly, feminine look of smiling loveliness. 
There is another very fine female head on the op- 

m 

posite side of the picture, of a graver cast, looking 
down, and nearly in profile. The only part of 
this Cartoon that we object to, or should be for 
turning out, is the lubberly naked figure of a boy 
close to one of the pillars, who seems to have 
no sort of business there, and is an obvious 
eye-sore. 

The Miraculoui Draught of Fishes [609] is ad- 
mirable for the clearness and prominence of the 
figures, for the vigorous marking of the muscles, 
for the fine expression of devout emotion in the^ 
St. Peter, and for the calm dignity in the attitude, 
and divine benignity in the countenance of the 
Christ. Perhaps this head expresses, more than 
any other that was ever attempted, the blended 
meekness, benevolence, and sublimity in the 
character of our Saviour. The whole figure is 
so still, so easy, it almost floats in air, and seems 
to sustain the boat by the secret sense of power. 
We shall not attempt to make a formal reply 
to the old objection to the diminutive size of 
the boat, but we confess it appears to us to 
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enhance the value of the miracle. Its load 
swells proportionably in comparison, and the 
waves conspire to bear it up. The Storks on 
the shore are not the least animated or elevated 
part of the picture ; they exult in the display of 
divine power, and share in the prodigality of the 
occasion. 

The Sacrifice at Lystra [610] has the marks 
of Raphael's hand on every part of it. You see 
and almost hear what is passing. What a 
pleasing relief to the confused, busy scene, are 
the two children piping at the altar ! How 
finely, how unexpectedly, but naturally, that 
innocent rustic head of a girl comes in over the 
grave countenances and weighty, thoughtful 
heads of the group of attendant priests ! The 
animals brought to be sacrificed are equally fine 
in the expression of terror, and the action of 
resistance to the rude force by which they are 
dragged along. 

A great deal has been said and written on 
the Si. Paul preaching at Athens [611]. The 
features of excellence in this composition are 
indeed so bold and striking as hardly to be mis* 
taken. The abrupt figure of St. Paul, his hands 
raised in that fervent appeal to Him who 
^'dwelleth not in temples made with hands,*' 
such as are seen in gorgeous splendour all 
around, the circle of his auditors, the noble and 
pointed diversity of heads, the one wrapped in 
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thought and in its cowl, another resting on a 
crutch and earnestly scanning the face of the 
Apostle rather than his doctrine, the careless 
attention of the Epicurean philosopher, the fine 
young heads of the disciples of the porch or 
the Academy, the clenched fist and eager cu- 
riosity of the man in front as if he was drink- 
ing sounds, give this picture a superiority 
over all the others, for popular and intelligible 
effect. We do not think that it is therefore 
the best 5 but it is the easiest to ^escribe and 
to remember. 

The Giving of the Keys [612] is the last of 
them : it is at present at Somerset House. 
There is no set purpose here, no studied con- 
trast : it is an aggregation of grandeur and high 
feeling. The disciples gather round Christ, like 
a flock of sheep listening to some divine shep- 
herd. The figure of their master is sublime: 
his countenance and attitude " in act to speak.'* 
The landscape is also extremely fine and of a 
soothing character. — Every thing falls into its 
place in these pictures. The figures seem to 
stop just where their business and feelings 
bring them : not a fold in the draperies can be 
disposed of for the better or otherwise than 
it is. 

It would be in vain to enumerate the par- 
ticular figures, or to explain the story of works 
so well known: what we have aimed at has 
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been to shew the spirit that breathes through 
i them^ and we shall count ourselves fortunate if 

) we have not sullied them with our praise. We 

do not care about some works : but these were 
sacred to our imaginations^ and we should be 
sorry indeed to have profaned them by descrip- 
tion or criticism. We have hurried through our 
unavoidable task with fear^ and look back to it 
with doubt. 
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We seldom quit a mansion like that of which 
we hare here to give some account^ and return 
homewards^ but we think of Warton's Sonnet 
written after seeing Wilton-house, 

From Pembroke's princely dome, where mimic art 
Decks with a magic hand the dazzling bowers, 
Its living hues where the warm pencil pours, 
And breathing forms from the rude marble start, 
How to life's humbler scenes can I depart ? - 
My breast all glowing from those gorgeous tow'rs. 
In my low cell bow cheat the sullen hours ? 
Vain the complaint ! For Fancy can impart 
(To Fate superior, and to Fortune's doom) 
Whate'er adorns the stately-storied hall : 
She, 'mid the dungeon's solitary gloom, 
Can dress the Graces in their Attic pall. 
Bid the green landscape's yemal beauty bloom, 
And in bright trophies clothe the twilight wall. 

Having repeated these lines to ourselves, we 
sit quietly down in our chairs to con over our 
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task^ abstract the idea of exclusive property, and 
think only of those images of beauty and of 
'^ grandeur which we can carry away with us in 

our minds^ and have every where before us. 
Let us take some of these, and describe them 
how we can. 

There is one — ^we see it now — ^the Man with a 
Hawk, by Rembrandt. " In our mind's eye, 
Horatio !" What is the difference between this 
idea which we have brought away with us, and 
the picture on the wall ? Has it lost any of its 
tone, its. ease, its depth ? The head turns round 
in the same graceful moving attitude, the eye 
carelessly meets ours, the tufted beard grows to 
the chin, the hawk flutters and balances himself 
on his favourite perch, his master's hand 5 and a 
shadow seems passing over the picture, just 
leaving a light in one corner of it behind, to 
give a livelier effect to the whole. There is no 
mark of the pencil, no jagged points or soHd 
masses 5 it is all air, and twilight might be sup* 
posed to have drawn his veil across it. It is as 
much an idea on the canvas as it is in the mind. 
There are no means employed, as far as you can 
discover — you see nothing but a simple, grand, 
and natural effect. It is impalpable as a thought, 
intangible as a sound — ^nay, the shadows have a 
breathing harmony, and fling round an undulat- 
ing echo of themselves. 

At every fall smoothing the raven down 
Of darkness till it smiles ! 
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In the opposite comer of the room is a Por- 
trait of a Female (by the same)^ in which every 
thing is as clear^ and pointed^ and brought out 
into the open day^ as in the former it is with- 
drawn from close and minute inspection. The 
face glitters with smiles as the ear-rings sparkle 
with light. The whole is stiffs starched, and 
formal, has a pearly or metallic look, and you 
throughout mark the most elaborate and careful 
finishing. The two pictures make an antithesis, 
where they are placed 5 but this was not pro- 
bably at all intended : it proceeds simply from 
the di£Perence in the nature of the subject, and 
the truth and appropriate power of the treat- 
ment of it. — ^In the middle between these two 
pictures is a small history, by Rembrandt, of 
the Salutation of Elizabeth, in which the figures 
come out straggling, disjointed, quaint, ugly 
as in a dream, but partake of the mysterious 
significance of preternatural communication, 
and are seen through the visible gloom, or 
through the dimmer night of antiquity. Light 
and shade, not form nor feeling, were the ele- 
ments of which Rembrandt composed the finest 
poetry, and his imagination brooded only over 
the medium- through which we discern objects, 
leaving the objects themselves uninspired, un- 
hallowed, and untouched ! 

We must go through our account of these 
pictures as they start up in our memory, not 
according to the order of their arrangement, for 
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want of a proper set of memorandums. Our 
friend^ Mr. Gummow, of Cleveland-house, had 
a nice little neatly-bound duodecimo Catalogue, 
of great use as a Fade Mecum to occasional 
visitants or absent critics — but here we have no 
such advantage 3 and to take notes before com- 
pany is a thing that we abhor. It has a look 
of pilfering something from the pictures. While 
we merely enjoy the sight of the objects of art 
before us, or sympathise with the approving 
gaze of the greater beauty around us, it is well ; 
there is a feeling of luxury and refinement in 
the employment ; but take out a pocket-book, 
and begin to scribble notes in it, the date of the 
picture, the name, the room, some paltry defect, 
some pitiful discovery (not worth remembering), 
the non-essentials, the mechanic common-places 
of the art, and the sentiment is gone — you shew 
that you have a further object in view, a job 
to execute, a feeling foreign to the place, and 
different from every one else — ^you become a 
butt and a mark for ridicule to the rest of the 
company — and you retire with your pockets £ull 
of wisdom from a saloon of art, with as little 
right as you have to carry off the dessert (or 
what you have not been able to consume), from 
an inn, or a banquet. Such, at least, is our 
feeling ; and we had rather make a mistake now 
and then, as to a numero, or the name of a room 
in which a picture is placed, than spoil our 
whole pleasure in looking at a fine Collection, 
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and consequently the pleasure of the reader in 
learning what we thought of it. 

Among the pictures that haunt our eye in 
this way is the Adoration of the AngeU, by N. 
Foussin. It is one of his finest works— elegant^ 
gpraceful^ full of feeling, happy^ enlivening. It 
is treated rather as a classical than as a sacred 
subject. The Angels are more like Cupids than 
Angels. They are, however, beautifully grouped, 
with various and expressive attitudes, and remind 
one, by their half antic, half serious homage, of 
the line- 
Nod to him, elves, and do him courtesies. 

They are laden with baskets of flowers— the 
tone of the picture is rosy, florid ; it seems to 
have been painted at 

The breezy call of incense-hreathing morn ; 

and the angels overhead sport and gambol in 
the air with butterfly wings, like butterflies. 
It is one of those rare productions that satisfy 
the mind, and from which we turn away, not 
from weariness, but from a fulness of delight.— <- 
The Israelites returning Thanks in the Wilderness 
is a fine picture, but inferior to this. Near it is 
a group of Angels, said to be by Correggio. 
The expressions are grotesque and fine, but the 
colouring does not seem to us to be his. The 
texture of the flesh, as well as the hue, too 
much resembles the skin of ripe fruit. We meet 
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with several fine landscapes of the two Poussins 
(particularly one of a rocky eminence by Caspar) 
in the room before you come to the Rembrandts, 
in which the mixture of grey rock and green 
trees and shrubs is beautifully managed^ with 
striking truth and clearness. 

Among detached and smaller pictures^ we 
Would wish to point out to the attention of our 
readers an exquisite head of a Child, by Andrea 
del Sarto^ and a fine Salvator in the inner room 
of all: in the room leading to it, a pleasing, 
glassy Cuyp, an airy, earthly - looking Teniers, 
and a Mother and Sleeping Child, by Guido : in 
the Saloon, a St. Catherine, one of Farmegiano's 
most graceful pictures 5 a St. Agnes, by Domeni- 
chino, full of sweetness, thought, and feeling ; 
and two pictures by Raphael, that have a look 
as if painted on paper : a Repose in Egypt, and 
St. Luke painting the Virgin, both admirable for 
drawing and expression, and a rich, purple, 
crayon tone of colouring. Wherever Raphael 
is^ there is grace and dignity, and an informing 
soul. In the last - mentioned room, near the 
entrance, is also a Conversion of St. Paul, by 
Rubens, of infinite spirit, brilliancy, and delicacy 
of execution. 

But it is in the large room, to the right, that 
the splendour and power of Rubens reign tri- 
umphcuit and unrivalled, and yet he has here 
to contend with highest works and names. The 
four large pictures of ecclesiastical subjects, the 
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Meeting of Abraham ^ Melchisedec, the Gather- 
ing of Manna, the Evangelists, and the Fathers 
of the Church, have no match in this country 
for scenic pomp^ and dazzling airy effect. The 
figures are colossal ; and it might be said, 
without much extravagance^ that the drawing 
and colouring are so too.* He seems to have 
painted with a huge sweeping gigantic pencil, 
and with broad masses of unalloyed colour. 
The spectator is (as it were) thrown back by 
the pictures, and surveys them, as if placed at a 
stupendous height, as well as distance from 
him. This, indeed, is their history : they were 
painted to be placed in some Jesuit*s church 
abroad, at an elevation of forty or fifty feet, 
and Rubens would have started to see them in 
a drawing-room or on the ground. Had he 
foreseen such a result, he would perhaps have 
added something to the correctness of the fea- 
tures, and taken something from the gorgeous 
crudeness of the colour. But there is grandeur 
of composition, involution of form, motion, 
character in its vast, rude outline, the impos- 
ing contrast of sky and flesh, fine grotesque 
heads of old age, florid youth, and fawn-like 
beauty ! 

You see nothing but patriarchs, primeval men 
and women, walking among temples, or treading 
the sky—- or the earth, with an " air and gesture 

* We heard it well said the other day, that " Rubens' 
pictures were the palette of Titian." 



THE OROSVENOR PICTURES. 95 

proudly eminent/' as if they trod the sky — ^when 
I man first rose from nothing to his native sub- 

^ limity. We cannot describe these pictures in 

their details 3 they are one staggering blow after 
another of the mighty hand that traced them. 
All is cast in the same moald> all is filled with the 
same spirit^ all is clad in the same gaudy robe of 
light. Rubens was at home here 5 Ida forte was 
the processional^ the showy> and the imposing; 
he grew almost drunk and wanton with the sense 
of his power over such subjects ; and he^ in fact^ 
left these pictures unfinished in some particulars^ 
that, for the place and object for which they 
were intended, they might be perfect. They 
were done (it is said) for tapestries from small 
designs, and carried nearly to their present 
state of finishing by his scholars. 

There is a smaller picture in the same room, 
Lnon embracing the false Ju7U>, which points 
out and defines their style of art and adaptation 
for remote effect. There is a delicacy in this 
last picture (which is, however, of the size of 
life) that makes it look like a miniature in 
comparison. The flesh of the women is like 
lilies, or like milk strewed upon ivory. It is soft 
and pearly 5 but, in the larger pictures, it is 
heightened beyond nature, the veil of air between 
the spectator and the figures, when placed in the 
proper position, being supposed to give the last 
finishing. Near the Irion is an historical female 
figure, by Guido, which will not bear any com- 
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parison for transparency and deDcacy of tint with 
the two Junos. — Rubens was undoubtedly the 
greatest scene-painter in the world, if we except 
Paul Veronese, and the Fleming was to him 
flat and insipid. " It is place which lessens and 
sets off.'* 

We once saw two pictures of Rubens* hung 
by the side of the Marriage of Cana in the 
Lfouvre; and they looked nothing. The Paul 
Veronese nearly occupied the side of a large 
room (the modem French exhibition-room) and 
it was like looking through the side of a wall, 
or at a splendid banquet and gallery, fiill of 
people, and fidl of interest. The texture of the 
two Rubenses was woolly, or flowery, or sattiny : 
it was all alike *, but in the Venetian's great work 
the pillars were of stone, the floor was marble, 
the tables were wood, the dresses were various 
stuffs, the sky was air, the flesh was flesh ; the 
groups were living men and women. Turks, 
emperors, ladies, painter, musicians — all was 
real, dazzling, profuse, astonishing. It seemed 
as if the very dogs under the table might get 
up and bark, or that at the sound of a trumpet 
the whole assembly might rise and disperse in 
different directions, in an instant. 

This picture, however, was considered as the 
triumph of Paul Veronese, and the two by 
the Flemish artist, that hung beside it, were 
very inferior to some of his, and assuredly to 
those now exhibited in the Gallery at Lord 
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Grosvenor's. Neither do we wish by this al- 
lusion to disparage Rubens ; for we think him 
■oil the whole a greater genius^ and a greater 
painter^ than the rival we have here opposed to 
him^ as we may attempt to shew when we come 
to speak of the Collection at Blenheim. 

There are some divine Claudes in the same 
room ; and they^ too^ are like looking through a 
window at a select and conscious landscape. There 
are five or six^ all capital for the composition^ 
and highly preserved. There is a strange and 
somewhat anomaUms one of Chrut on tlie Mount, 
as if the artist had tried to contradict himselt^ 
and yet it is Claude all over. Nobody but he 
could paint one single atom of it. The Mount 
is stuck up in the very centre of the picture, 
against all rule^ like a huge dirt-pie ; but then 
what an air breathes round it^ what a sea encircles 
it^ what verdure clothes it^ what flocks and herds 
feed round it^ immortal and unchanged ! 

Close by it is the jirch of Comtantine ; but this is 
to us a bitter disappointment. A print of it hung 
in a little room in the country^ where we used to 
contemplate it by the hour together, and day after 
day^ and *'sigh our souls" into the picture. It 
was the most graceful, the most perfect of all 
Claude's compositions, llie Temple seemed to 
come forward into the middle of the picture^ as 
in a dance^ to show its unrivalled beauty, the 
Vashti of the scene ! Young trees bent their 
branches over it with playful tenderness -, and^ on 

H 
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the opposite side of a stream^ at which cattle 
stooped to drink^ there grew a stately grove^ 
erects with answering looks of beauty : the dis- 
tance between retired into air and gleaming 
shores. Never was there scene so fair^ '' so ab- 
solute^ that in itself summ'd all delight." How 
did we wish to compare it with the picture ! The 
trees, we thought^ must be of vernal green — ^the 
sky recalled the mild dawn^ or softened evening. 
No^ the branches of the trees are red, the sky 
burned up, the whole hard and uncomfortable. 
This is not the picture, the print of which we 
used to gaze at enamoured — there is another 
somewhere that we still shall see ! 

There are finer specimens of the Morning and 
Evening of the Roman Empire, at Lord Radnor's^ 
in Wiltshire. Those here have a more polished, 
cleaned look, but we cannot prefer them on that 
account. In one corner of the room is a St* 
Bruno fhy Andrea Sacchi— afine study, vnth pale 
face and garments, a saint dying (as it should 
seem) — ^but, as he dies, conscious of an undying 
spirit. The old Catholic painters put the soul 
of religion into their pictures — for they felt it 
vnthin themselves. 

There are two Titians — the Woman taken in 
Adultery, and a large mountainous landscape 
with the story of Jupiter and Antiope, The last 
is rich and striking, but not equal to his best ; 
and the former, we think, one of his most ex- 
ceptionable pictures, both in character, and (we 
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add) colouring. In the last particular^ it is tricky, 
and discovers, instead of concealing, its art. The 
flesh is not transparent, but a transparenof ! Let 
us not forget a fine Snyders, a Boar-hunt, whicli 
is highly spirited and natural, as far as the animals 
are concerned ; but is patchy, and wants the tone 
and general effect that Rubens would have thrown 
over it In the middle of the right-hand side of 
the room, is the Meeting of Jacob and Laban, by 
Murillo. It is a lively, out-of-door scene, full of 
bustle and expression ; but it rather brings to us 
the tents and faces of two bands of gypsies meet- 
ing on a common heath, than carries us back to 
the remote times, places,, and events, treated of. 
Murillo was the painter of nature, not of the 
imagination. 

There is a Sleeping Child by him, over the 
door of the saloon (an admirable cabinet- 
picture), and another of a boy, a little spirited 
rustic, brown, glowing, " of the earth, earthy," 
the flesh thoroughly baked, as if he had come out 
of an oven ; and who regards you with a look as 
if he was afraid you might bind him apprentice 
to some trade or handicraft, or send him to a 
Sunday-school — and so put an end to his short, 
happy, careless life — to his lessons from that 
great teacher, the Sun — to his physic, the air — to 
his bed, the earth — and to the soul of his very 
being. Liberty ! ^ 

The first room you enter is filled with some 
very good and some very bad English pictures^ 



lOO rHE GROSYKNOR PICTURES. 

There is Hogarth's Distressed Poet — the Death 
of Wolfe, by West, which is not so good as the 
print would lead us to expect^'— an excellent 
whole-length portrait of a youlfi, by Gainsbo- 
rough — A Man with a Hawk, by Northcote, and 
Mrs. Siddons as the Tragic Muse, by Sir Joshua; 
This portrait Lord Grosvenor bought the other 
day for £1760. It has risen in price eveiy tim6 
it has been sold. Sir Joshua sold it for two or 
three hundred pounds to a Mr. Calonne. - It was 
then purchased by Mr. Desenfans, who parted 
with it to Mr. William Smith for a larger sum 
(we believe ^^500) j and, at the sale of that 
gentleman's pictures, it was bought by Mr. 
Watson Taylor, the last proprietor, for a thou- 
sand guineas. 

While it was in the possession of Mr. 
Desenfans, a copy of it was taken by a pupil 
of Sir Joshua's, of the name of Score, which 
is now in the Dulwich Gallery, and which we 
always took for an original. The size of the 
original is larger than the copy. There was a 
dead child painted at the bottom of it, which Sir 
Joshua Reynolds afterwards disliked, and he 
had the canvas doubled upon the frame to hide 
it. It has been let out again, but we did not 
observe whether the child was there. We think 
it had better not be seen. 

We do not wish to draw invidious com- 
parisons 5 yet we may say, in reference to the 
pictures in Lord Grosvenor*s Collection, and 
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those at Cleveland-house^ that the former are 
distinguished most by elegance^ brilliancy^ and 
high preservation 5 while those belonging to the 
Marquis of Stafford look more like old pictures, 
and have a corresponding tone of richness and 
magnificence. We have endeavoured to do jus- 
tice to both^ but we confess we have fallen very 
short even of our own hopes and expectations. 
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Salisbury Plain^ barren ad it is, is rich in 
collections and monuments of art. There are, 
within the distance of a few miles, Wilton, 
Longford - Castle, Fonthill -Abbey, Stourhead, 
and last, though not least worthy to be men- 
tioned, Stonehenge, that ''huge, dumb heap,*' 
that stands on the blasted heath, and looks like 
a group of giants, bewildered, not knowing what 
to do, encumbering the earth, and turned to 
stone, while in the act of warring on Heaven. 
An attempt has lately been made to give to it an 
antediluvian origin. Its mystic round is in all 
probability fated to remain inscrutable^ a mighty 
maze without a plan : but still the imagination, 
when once curiosity and wonder have taken 
possession of it, heaves with its restless load, 
launches conjecture farther and farther back 
beyond the landmarks of time, and strives to 
bear down all impediments in its course, as the 
ocean strives to overleap some vast promontory! 
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Fonthill-Abbey^ which was formerly hermeti- 
caUy sealed against all intrusion,* is at present 
open to th^ whole world ; and Wilton-House, 
and Longford-Castle, which were formerly open 
to every one, are at present shut, except to 
petitioners, and a favoured few. Why is this 
greater degree of strictness in the latter in- 
stances resorted to ? In proportion as the 
taste for works of art becomes more general, 
do these Noble Persons wish to set bounds to 
and disappoint public curiosity ? Do they think 
that the admiration bestowed on fine pictures 
or rare sculpture lessens their value, or divides 
the property, as well as the pleasure, with the 
possessor ? Or do they think that setting aside 
the formality of these new regulations, three 
persons in the course of a whole year would 

* This is not absolutely true. Mr. Banks the younger, 
and another young gentleman, formed an exception to this 
rule, and contriyed to get^mto the Abbey-grounds, in 
spite of warning, just as the recluse proprietor happened 
to be passing by the spot. Instead, however, of manifest- 
ing any displeasure, he gave them a most polite reception, 
shewed them whatever they expressed a wish to see, 
asked them to dinner, and, after passing the day in the 
greatest conviviality, dismissed them by saying, " That they 
might get out as they got in." This was certainly a good 
jest. Our youthful adventurers on forbidden ground, in 
the midst of their festive security, might have expected 
some such shrewd turn from the antithetical genius of the 
author of Vathek, who makes his hero, in a paroxysm 0f 
impatience, call out for *' the Koran and sugar !*' 
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intrude out of an impertinent curiosity to see 
their houses and furniture, without having a just 
value for them as objects of art ? Or is the 
expense of keeping servants to shew the apart- 
ments made the plea of this churlish, narrow 
system ? The public are ready enough to pay 
servants for their attendance, and those persona 
are quite as forward to do this who make a 
pilgrimage to such places on foot as those who 
approach them in a post-chaise or on horseback 
with a livery-servant, which, it seems, is the 
prescribed and fashionable etiquette ! Whatever 
is the cause, we are sorry for it ; more partis 
cularly as it compels us to speak of these two 
admired Collections from memory only. It is 
several years since we saw them -, but there are 
some impressions of this sort that are proof 
against time. 

Lord Radnor has the two famous Claudes, 
the Morning and Evening of the Roman Empire^ 
Though as landscapes they are neither so bril*'' 
liant, nor finished, nor varied, as some of this 
artist's works, there is a weight and concentratiolt 
o£ historic feeling about them which many of 
his allegorical productions want. In the first, 
half-finished buildings and massy columns rise 
amidst the dawning eflpiilgence that is streaked 
with rims of inextinguishable light ; and a noble 
tree in the foreground, ample, luxuriant, hangs 
and broods over the growing design. There is 
a dim mistiness spread over the scene, as in th^ 
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beginning of things. The Evening, the com- 
panion to it> is even finer. It has all the gorgeous 
pomp that attends the meeting of Night and 
Day, and a flood of glory still prevails over the 
coming shadows. In the cool of the evenings 
some cattle are feeding on the brink of a glassy 
stream^ that reflects a mouldering ruin on one 
side of the picture ; and so precise is the touch; 
BO true, 80 firm is the pencilling, so classical the 
outline, that they give one the idea of sculptured 
cattle, biting the short, . green turf, and seem an 
enchanted herd ! They appear stamped on the 
canvas to remain there for ever, or as if nothing 
could root them from the spot. Truth with 
beauty suggests the feeling of immortality. No 
Dutch picture ever suggested this feeling. The 
objects are real, it is true -, but not being beau- 
tiful or impressive, the mind feels no wish to. 
mould them into a pennanent reality, to bind 
them fondly on the heart, or lock them in the 
imagination as in a sacred recess, safe from the 
envious canker of time. No one ever felt a longings 
a sickness of the heart, to see a Dutch landscape 
twice I but those of Claude, after an absence of 
years, have this effect, and produce a kind of 
calenture. The reason of the difference is that^ 
in mere literal copies from nature, where the 
objects are not interesting in themselves, the 
only attraction is to see the felicity of the execu- 
tion ; and, having once witnessed this, we are 
satisfied. But there is nothing to stir the fancy. 
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to keep alive tbe yearnings of passion. We re- 
member one other picture (and but one) in Lord 
Radnor*8 Collection^ that was of this ideal 
character. It was a Magdalen by Guido, with 
streaming hair^ and streaming «yes looking up* 
wards — full of sentiment and beauty. 

There is but one fine picture at Wilton-house. 
The Family Vandyke; with a noble Gallery of 
antique marbles, which we may pronounce to be 
invaluable to the lover of art or to the student of 
history or human nature. Roman Emperors or 
Proconsuls^ the poets, orators, and almost all the 
g^at men of antiquity, are here *' ranged in a 
row/* and palpably embodied either in genuine 
or traditional busts. Some of these indicate an 
almost preternatural capacity and inspired awful- 
ness of look, particularly some of the earlier 
sages and fabulists of Greece, which we appre- 
hend to be ideal representations 5 while other 
more modern and better authenticated ones of 
celebrated Romans are distinguished by the 
strength and simplicity- of common English 
heads of the best class. — ^The large picture of 
the Pembroke Family, by Vandyke, is unrivalled 
in its kind. It is a history of the time. It throws 
us nearly two centuries back to men and man- 
ners that no longer exist. The members of a 
Noble House (*tis a hundred and sixty years 
since) are brought together in proprid persond, 
and appear in all the varieties of age, character, 
and costume. There are the old Lord and Lady 
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Pembroke^ who '' keep their state*' raised some- 
what above the other groups 5 — ^the one a lively 
old gentleman, who seems as if he coald once 
liave whispered a flattering tale in a fair lady's 
ear ; his help-mate looking a little fat and sulky 
by his side, probably calculating the expense of 
the picture, and not well understanding the event 
of it — ^there are the daughters, pretty, well- 
dressed, elegant girls, but soqiewhat insipid, 
sentimental, and vacant — ^then there are the two 
eldest sons, that might be said to have walked 
out of Mr. Burke* s description of the age of 
chivalry 3 the one a perfect courtier, a carpet- 
knight, smooth-faced, handsome, almost effemi- 
nate, that seems to have moved all his life to 
^ the mood of lutes and soft recorders,*' decked 
in silks and embroidery, like the tender flower 
issuing from its glossy folds ; the other the gal- 
lant soldier, shrewd, bold, hardy, with spurred 
heel and tawny buskins, ready to *' mount on 
barbed steeds, and witch the world with noble 
horsemanship*'— down to the untutored, carroty- 
beaded boy, the Goose- Gibbie of the piece, who 
appears to have been just dragged from the 
farm-yard to sit for his picture, and stares about 
him in as great a heat and fright aff if he had 
dropped from the clouds :— all in this admirable, 
living composition is in its place, in keeping, and 
bears the stamp of the age and of the master's 
hand. Even the oak-pannels have an elaboratCf 
antiquated look, and the furniture has an aspect 
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of cumbrous, conscious dignity. It should not 
be omitted that it was here (iti the house or the 
adjoining magnificent grounds) that Sir Philip 
Sidney wrote his Arcadia; and the story of 
Musidorus and Philoclea, of Mopsa and I>orc889 
is quaintly traced on oval pannels in the principal 
drawing-room* 

It is on this account that we are compelled to 
find fault with the Collection at Fonthill Abbey^ 
because it exhibits no picture of remarkable emi- 
nence that can be ranked as an heir-loom of the 
imagination — ^which cannot be spoken of but 
our thoughts take wing and stretch themselvea 
towards it — ^the very name of which is music to 
the instructed ear. We would not give a rush 
to see any Collection that does not contain some 
single picture, at least, that haunts us with an un- 
easy sense of joy for twenty miles of road, that 
may cheer us at intervals for twenty years of life 
to come. Without some such thoughts as these 
rivetted in the brain, the lover and disciple of art 
would truly be *' of all men the most miserable :'* 
but with them hovering round him, and ever 
and anon shining with their glad lustre into his 
sleepless soul, he has nothing to fear from fate» 
or fortune. We look, and lo ! here is one at our 
side, facing us, though far distant. It is the 
Young Man*s head, in the Louvre, by Titian, 
that it is not unlike Jeronymo della Forretta in 
Sir Charles Grandison. What a look is there 
of calm, unalterable self-possession — 
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Above aU pain, all passion, and all pride ; 
that draws the evil out of human life^ that^ while 
we look at it^ transfers the same sentiment to 
our own breasts^ and makes us feel as if nothing 
mean or little could ever disturb us again ! This 
is high art ; the rest is mechanical. But there is 
nothing like this at FonthiU (oh ! no)^ but every 
thing which is the very reverse. As this, how- 
ever, is an extreme opinion of ours, and may be 
a prejudice, we shall endeavour to support it by 
facts. There is not then a single Titian in all 
this boasted and expensive Collection — there is 
not a Raphael — ^there is not a Rubens (except 
one small sketch) — ^there is not a Guido, nor a 
Vandyke — ^there is not a Rembrandt, there is 
not a Nicolo Poussin, nor a fine Claude. The 
two Altieri Claudes, which might have redeem^ 
ed Fonthill, Mr. Beckford sold. What shall we 
say to a Collection which uniformly and deli- 
berately rejects every great work, and every 
great name in art, to make room for idle rarities 
and curiosities of mechanical skill ? It was 
hardly necessary to build a cathedral to set up 
a toy-shop ! Who would paint a miniature- 
picture to hang it at the top of the Monument ? 
This huge pile (capable of better things) is cut 
up into a parcel of little rooms, and those little 
rooms are stuck full of little pictures, and bijou- 
terie. Mr. Beckford may talk of his Diamond 
Berc?iein, and so on : this is but the language of 
a petit-maitre in art -, but the author of Vathek 
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(with bis leave) is not a peHt-nudtre. His genius, 
as a writer, ''hath a devil:** his taste in pictures 
is the quintessence and rectified spirit of $1111* 
life. He seems not to be susceptible iji the 
poetry of painting, or else to set his face against 
it. It is obviously a first principle with him to 
exclude whatever has feeling or imagination — ^to 
polish the surface, and suppress the soul of art 
—to proscribe, by a sweeping clause or at one 
fell swoop, every thing approaching to grace, or 
beauty, or grandeur— *to crush the sense of plea- 
sure or of power in embryo — and to reduce all 
nature and art, as far as possible, to the texture 
and level of a China dish — smooth, glittering, 
cold, and unfeeling ! We do not object so 
much to the predilection for Teniers, Wouver- 
mans, or Ostade — ^we like to see natural ob- 
jects naturally painted — but we unequivocally 
hate the affectedly mean, the elaborately little, 
the ostentatiously perverse and distorted, Poe- 
lemberg*s walls of amber, Mieris*s groups of 
steel, Vanderwerf *s ivory flesh j — yet these are 
the chief delights of the late proprietor of Font- 
hill-abbey ! Is it that his mind is '' a volcano 
burnt out,** and that he likes his senses to re- 
pose and be gratified with Persian carpets and 
enamelled pictures } Or are there not traces of the 
same infirmity of feeling even in the high-souled 
Vathek, who compliments the complexion of the 
two pages of Fakreddin as being equal to *' the 
porcelain of Franguestan ? " Alas ! who would 
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have thought that the Caliph Vathek would have 
dwindled down into an Emperor of China and 
King of Japan } But so it is. 

Stourhead, the seat of Sir Richard Colt Hoare^ 
did not answer our expectations. But Stourton, 
the village where it stands^ made up for our dis- 
appointment. After passing the park-gate^ which 
is a beautiful and venerable relic, you descend 
into Stourton by a sharp-winding declivity, almost 
like going under-ground, between high hedges 
of laurel trees, and with an expanse of woods 
and water spread beneath. It is a sort of rural 
Herculaneum, a subterranean retreat. The inn 
is like a modernized guard-house ; the village- 
church stands on a lawn without any inclosure $ 
a row of cottages facing it, with their white- 
washed walls and flaunting honey-suckles, are 
neatness itself. Every thing has an air of elegance^ 
and yet tells a tale of other times. It is a place 
that might be held sacred to stillness and solitary 
musing ! — The adjoining mansion of Stourhead 
commands an extensive view of Salisbury Plain, 
whose undulating swells shew the earth in its 
primeval simplicity, bare, with naked breasts, and 
varied in its appearance only by the shadows of 
the clouds that pass across it. The view without 
is pleasing and singular : there is a little within- 
doors to beguile attention. There is one master- 
piece of colouring by Paul Veronese, a naked 
child with a dog. The tone of the flesh is per- 
fection itself. On praising this picture (which 
we always do when we like a thing) we were told 
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it had been criticised by a great judge, Mr. 
Beckford of Fonthill, who had found fault with 
the execution as too coarse and muscular. We 
do not wonder — ^it is not like his own turnery- 
ware! We should also mention an exquisite 
Holbein, the Head of a Child, and a very pleasing 
little landscape by Wilson. Besides these, there 
are some capital pen-and-ink draiyings (views 
in Venice), by Canaletti, and three large copies 
after Guido of the Venus attired by the Graces, 
the Andromeda, and Herodiass Daughter, They 
breathe the soul of softness and grace, and re- 
mind one of those fair, sylph-like forms that 
sometimes descend upon the earth with fatal, 
fascinating looks, and that '^ tempt but to betray.'* 
After the cabinet-pictures at Fonthill, even a good 
copy of a Guido is a luxury and a relief to the 
mind : it is something to inhale the divine airs 
that play around his figures, and we are satisfied 
if we can but '* trace his footsteps, and his skirts 
far-oflF behold." The rest of this Collection is, 
for the most part, trash : either Italian pictures 
painted in the beginning of the last century, or 
English ones in the beginning of this. It gave 
us pain to see some of the latter ; and we willingly 
draw a veil over the humiliation of the art, in 
the age and country that we live in. We ought, 
however^ to mention a portrait of a youth (the 
present proprietor of Stourhead) by Sir Joshua 
Reynolds, which b elegant, brilliant, *' though in 
ruins j " and a spirited portrait by Northcote, of 
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a lady talking on her fingers, may, perhaps, 
challenge an exception for itself to the above 
general censure. 

We wish our readers to go to Petworth, the 
seat of Lord Egremont, where they will find the 
coolest grottos and the finest Vandykes in the 
world. There are eight or ten of the latter that 
are not to be surpassed by the art of man, and 
that we have no power either to admire or praise 
as they deserve. For simplicity, for richness, 
for truth of nature, for airiness of execution, 
nothing ever was or can be finer. We will only 
mention those of the Earl and Countess of Nor- 
thumberland, Lord Newport, and Lord Goring, 
Lord Strafford, and Lady Carr, and the Duchess 
of Devonshire. He who possesses these portraits 
is rich indeed, if he has an eye to see, and a heart 
to feel them. The one of Lord Northumberland 
in the Tower is not so good, though it is thought 
better by the multitude. That is, there is a 
subject — something to talk about ; but, in fact, 
the expression is not that of grief, or thought, or 
of dignified resignation, but of a man in ill health. 
Vandyke was a mere portrait-painter, but he was 
a perfect one. His forte was not the romantic 
or pathetic ; he was " of the court, courtly." He 
had a patent from the hand of nature to paint 
lords and ladies in prosperity and quite at their 
ease. There are some portraits by Sir Joshua 
Reynolds in this Collection 3 and there are people 
who persist in naming him and Vandyke in the 
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same day. The rest of the Collection connsts 
(for the most part) of staircase and family pictures. 
But there are some admirable statues to be seen 
here^ that it would ask a moming^s leisure to study 
properly. 
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Burleigh ! thy groves are leafless, thy walls 
are naked — 



«« 



And dull, cold winter does inhabit here." 



The yellow eveniDg rays gleam through thy 
fretted Gothic windows; but I only feel the 
rustling of withered branches strike chill to my 
breast ; it was not so twenty years ago. Thy 
groves were leafless then as now: it was the 
middle of winter twice that I visited thee before; 
but the lark mounted in the sky, and the sun 
smote my youthful blood with its slant ray, and 
the ploughman whistled as he drove his team 
afield ; Hope spread out its glad vista through 
thy fair domains, oh, Burleigh ! Fancy decked 
thy walls with works of sovereign art, and it 
was spring, not winter, in my breast. All is 
still the same, like a petrifaction of the mind — 
the same thing in the same places ; but their 
e£fect is not the same upon me. I am twenty 
years the worse for wear and tear. What is 

i2 



wim 
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become of the never-ending studious thoughts 
that brought their own reward or promised good 
to mankind ? of the tears that started welcoiqe 
and unbidden ? of the sighs that whispered 
future peace ? of the smiles that shone^ not in 
my face indeed, but that cheered my heart, and 
made a sunshine there when all was gloom 
around ? That fairy vision — ^that invisible glory, 
by which I was once attended — ushered into 
life, has left my side, and " faded to the light of 
common day," and I now see what is, or has 
been — not what may lie hid in Time's bright 
circle and golden chaplet ! Perhaps this is the 
characteristic difference between youth and a 
later period of life — ^that we, by degrees, letai 
to take things more as we find them, call them 
more by their right names; that we feel the 
warmth of summer, but the winter's cold as 
well 5 that we see beauties, but can spy defects 
in the fairest face ; and no longer look at every 
thing through the genial atmosphere of our 
own existence. We grow more literal and less 
credulous every day, lose much enjoyment, and 
gain some useful, and more useless, know- 
ledge. The second time I passed along the 
road that skirts Burleigh Park, the morning was 
dank and " ways were mire." I saw and felt it 
not : my mind was otherwise engaged. Ah ! 
thought I, there is that fine old head by Rem- 
brandt 5 there> within those cold grey walls, the 
painter of old age is enshrined, immortalized in 
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some of his inimitable works ! The name of 
Rembrandt lives in the fame of him who 
stamped it with renown^ while the name of 
Burleigh is kept up by the present owner. An 
artist survives in the issue of his brain to all 
posterity — a lord is nothing without the issue of 
his body lawfully begotten^ and is lost in a long 
line of illustrious ancestors. So much higher is 
genius than rank — such is the difference between 
fame and title ! A great name in art lasts for 
centuries — ^it requires twenty generations of a 
noble house to keep alive the memory of the 
first founder for the same length of time. So 
I reasoned, and was not a little proud of my. 
discovery. 

In this dreaming mood^ dreaming of deathless 
works and deathless names, I went on to Peter- 
borough, passing) as it were, under an arch-way 
of Fame, 



** and, still walking under^ 



Found some new matter to look up and wonder." 

I had business there : I will not say what. I 
could at this time do nothing. I could not 
write a line — I could not draw a stroke. " I 
was brutish 5" though not ''like warlike as the 
wolf, nor subtle as the fox for prey.'* In words, 
in looks, in deeds, I was no better than a change- 
ling. Why then do I set so much value on my 
existence formerly ? Oh God ! that I could but 
be for one day, one hour, but for an instant. 
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(to feel it in all the plenitude of unconscious 
bliss, and take one long, last, lingering draught 
of that fuU brimming cup of thoughtless free- 
dom,) what then I was — that I might, as in a 
trance, a waking dream, hear the hoarse murmur 
of the bargemen, as the Minster tower appeared 
in the dim twilight, come up from the willowy 
stream, sounding low and underground like the 
voice of the bittern ; — ^that I might paint that 
field opposite the window where I lived, and 
feel that there was a green, dewy moisture in 
the tone, beyond my pencil's reach, but thus 
gaining almost a new sense, and watching the 
birth of new objects without me — ^th^ I might 
stroll down Peterborough bank (a winter's 
day), and see the fresh marshes stretching out 
in endless level perspective (as if Paul Potter 
had painted them), with the cattle, the windmills, 
and the red-tiled cottages, gleaming in the sun 
to the very verge of the horizon ; and watch the 
fieldfares in innumerable flocks, gamboling in 
the air, and sporting in the sun, and racing 
before the clouds, making summersaults, and 
dazzling the eye by throwing themselves into a 
thousand figures and movements ; that I migh^ 
go, as then, a pilgrimage to the town where my 
mother was bom, and visit the poor farm-house 
where she was brought up, and lean upon the 
gate where she told me she used to stand when 
a child of ten years old and look at the setting 
sun ! — I could do all this still j but with different 
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feelings. As our hopes leave us^ we lose even 
our interest and regrets for the past. I had at 
this time, simple as I seemed, many resources. 
I could m some sort '^ play at bowls with the 
sun and moon;*' or, at any rate, there was no 
question in metaphysics that I could not bandy 
to and fro, as one might play at cup-and-ball, 
for twenty, thirty, forty miles of the great North 
Road, and at it again, the next day, as fresh as 
ever. I soon get tired of this now, and wonder 
how I managed formerly. I knew Tom Jones 
by heart, and was deep in Peregrine Pickle. I 
was intimately acquainted with all the heroes 
and her<iines of Richardson's romances, and 
could turn from one to the other as I pleased. 
J could con over that single passage in Pamela 
about ''her lumpish heart," and never have 
done admiring the skill of the author and the 
truth of nature. I had my sports and recreations 
too, some such as these following : — ^ 

** To see the sun to bed, and to arise. 
Like some hot amourist, with glowing eyes 
Bursting the lazy bands of sleep that bound him. 
With all his fires and trayelling glories round him. 
Sometimes the moon on soft night clouds to rest, 
Like beauty nestling in a young man's breast. 
And all the winking stars, her handmaids, keep 
Admiring silence while those lovers sleep. 
Sometimes outstretcht, in very idleness, 
Kought doing, saying little, thinking less, 
To view the leaves, thin dancers upon air, 
Go eddying round and small birds how they &re, 
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When Mother Autumn fills their beaks with coni« 

Filch' d from the careless Amalthea's horn : 

And how the woods berries and worms provide 

Without their pains, when earth has nought beside 

To answer their small wants. 

To yiew the graceful deer come tripping by, 

Then stop and gaze, then turn they know not why. 

Like bashful younkers in society. 

To mark the structure of a plant or tree, 

And all fair things of earth, how fair they be." 

I have wandered far enough from Burleigh 
House 3 but I had some associations about it 
which I could not well get rid of, without 
troubling the reader with them. 

The Rembrandts disappointed me quite. I 
could hardly find a trace of the impressfon which 
had been inlaid in my imagination. I might 
as well 

" Hunt half a day for a forgotten dream.'' 

Instead of broken wrinkles and indented fleshy 
I saw hard lines and stained canvas. I had 
seen better Rembrandts since, and had learned 
to see nature better. Was it a disadvantage, 
then, that for twenty years I had carried this fine 
idea in my brain, enriching it from time to time 
from my observations of nature or art, and raising 
it as they were raised 3 or did it much signify 
that it was disturbed at last? Neither. The 
picture was nothing to me : it was the idea it had 
suggested. The one hung on the wall at Burleigh; 
the other was an heir-loom in my mind. Was 
it destroyed, because the picture, after long 
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absence, did not answer to it ? No. There were 
other pictures in the world that did^ and objects 
in nature still more perfect. This is the melan« 
choly privilege of art 5 it exists chiefly in idea, 
and is not liable to serious reverses. If we are 
disappointed in the character of one we love, 
it breaks the illusion altogether -, for we drew 
certain consequences from a face. If an old 
friendship is broken up, we cannot tell how to 
replace it, without the aid of habit and a length 
of time. But a picture is nothing but a face ; it 
interests us only in idea. Hence we need never 
be afraid of raising our standard of taste too 
high^ fo« the mind rises with it, exalted and 
refined, and can never be much injured by finding 
out its casual mistakes. Like the possessor of 
a splendid collection, who is indifferent to or turns 
away from common pictures, we have a selecter 
gallery in our own minds. In this sense, the 
knowledge of art is its own exceeding great reward. 
But is there not danger that we may become too 
fastidious, and have nothing left to admire? 
None: for the conceptions of the human soul 
cannot rise superior to the power of art 3 or if 
they do, then we have surely every reason to be 
satisfied with them. The mind, in what depends 
upon itself alone, ''soon rises from defeat unhurt," 
though its pride may be for a moment ** humbled 
by such rebuke," 

" And in its liquid texture mortal wound 
Beceives no more than can the fluid air." 
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As an illustration of the same thin^, there are 
two Claudes at Burleigh, which certainly do not 
come up to the celebrity of the artist's name« 
They did not please me formerly : the sky, the 
water, the trees seemed all too blue, too much 
of the colour of indigo. But I believed, and 
wondered. I could no longer admire these 
specimens of the artist at present, but assuredly 
my admiration of the artist himself was not less 
than before 3 for since then^ I had seen other 
works by the same hand, 

" inimitable on earth 

By model or by shading pencil drawn,"-^ 

surpassing every idea that the mind could form 
of art, except by having seen them. I remember 
one in particular that Walsh Porter had (a bow- 
shot beyond all others) — a vernal landscape, an 
** Hesperian fable true,** with a blue unclouded 
sky, and green trees and grey turrets and an 
unruffled sea beyond. But never was there sky 
so soft or trees so clad with spring, such air- 
drawn towers or such halcyon seas: Zephyr 
seemed to fan the air, and nature looked on and 
smiled. The name of Claude has alone something 
in it that softens and harmonises the mind. It 
touches a magic chord. Oh ! matchless scenes^ 
oh ! orient skies, bright with purple and gold ; ye 
opening glades and distant sunny vales, glittering 
with fleecy flocks, pour all your enchantment 
Into my soul, let it reflect your chastened image, 
and forget all meaner things ! Perhaps the most 
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affecting tribute to the memory of this great 
artist is the character drawn of him by an 
eminent master^ in his Dream of a Painter. 

'* On a sudden I was surrounded by a thick cloud or 
mist, and my guide wafted me through the air, till we 
alighted on a most delicious rural spot. I perceived it 
was the early hour of the mom, when the sun had not risen 
ahove the horizon. We were alone, except that at a little 
distance a young shepherd played on his flageolet as he 
walked before his herd, conducting them from the fold to 
the pasture. The elevated pastoral air he played charmed 
me by its simplicity, and seemed to animate his ohedient 
flock. The atmosphere was clear and perfectly calm : and 
now the rising sun gradually illumined the fine landscape, 
and hegan to discover to our view the distant country of 
immense extent. 1 stood awhile in expectation of what 
might next present itself of dazzling splendor, when the 
only object which appeared to fiU this natural, grand, and 
simple scene, was a rustic who entered, not far from the 
place where we stood, who by his habiliments seemed 
nothing better than a peasant; he led a poor little ass, 
which was loaded with all the implements required by a 
painter in his work. After advancing a few paces he stood 
still, and with an air of rapture seemed to contemplate the 
rising sun : he next fell on his knees, directed his eyes 
towards heaven, crossed himself, and then went on with 
eager looks, as if to make choice of the most advantageous 
spot from which to make his studies as a painter. ' This,* 
said my conductor, ' is that Claude Gel^e of Lorraine, 
who, nobly disdaining the low employment to which he 
was originally bred, left it with all its advantages of com- 
petence and ease to embrace his present state of poverty, 
in order to adorn the world with works of most accom- 
plished excellence.' " 

There is a little Paul Brill at Burleigh, in the 



\ 
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same room with the Rembrandts^ that dazzled 
me many years ago, and delighted me the other 
day. It looked as sparkling as if the sky came 
through the frame. I found, or fancied I found, 
those pictures the best that I remembered before, 
though they might in the interval have faded a 
little to my eyes, or lost some of their original 
brightness. I did not see the small head of 
Queen Mary by Holbein, which formerly struck 
me so forcibly ; but I have little doubt respecting 
it, for Holbein was a sure hand 5 he only wanted 
effect, and this picture looked through you. One 
of my old favourites was the Head of an Angd, 
by Guido, nearly a profile, looking up, and with 
wings behind the back. It was hung lower than 
it used to be, and had, I thought, a look less 
aerial, less heavenly ; but there was still a pulpy 
softness in it, a tender grace, an expression un- 
utterable — which only the pencil, Ms pencil, 
could convey ! And are we not then beholden to 
the art for these glimpses of Paradise ? Surely, 
there is a sweetness in Guido's heads, as there 
is also a music in his name. If Raphael did 
more, it was not with the same ease. His heads 
have more meaning; but Guido's have a look 
of youthful innocence, which his are without. 
As to the boasted picture of Christ by Carlo 
Dolce, if a well-painted table-cloth and silver- 
cup are worth three thousand guineas, the 
picture is so^ but not else. One touch of Paul 
Veronese is worth all this enamelling twice over. 
The head has a wretched mawkish expression, 
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utterly unbecoming the character it professes 
to represent. But I ivill say no more about it. 
The Bath of Seneca is one of Luca Jordano's 
best performances, and has considerable interest 
and effect. Among other historical designs, 
there is one of Jacobus. Dream, with the angels 
ascending and descending on a kind of stairs. 
The conception is very answerable to the sub- 
ject; but the execution is not in any high 
degree spirited or graceful. The mind goes 
away no gainer from the picture. Rembrandt 
alone perhaps could add any thing to this 
subject. Of him it might be said that "his 
light shone in darkness!'* — The wreaths of 
flowers and foliage carved in wood on the 
wainscots and cieling of many of the rooms, by 
the celebrated Grinling Gibbons in Charles the 
Second's time, shew a wonderful lightness and 
facility of hand, and give pleasure to the eye. 
The other ornaments and curiosities I need not 
mention, as they are carefully pointed out by 
the housekeeper to the admiring visitor. There 
are two heads, however, (one of them happens 
to have a screen placed before it) which I would 
by no means wish any one to pass over, who is 
an artist, or feels the slightest interest in the 
art. They are, I should suppose unquestionably, 
the original studies by Raphael of the heads of 
the Virgin and Joseph in his famous picture of 
the Madonna of the Crown. The Virgin is par- 
ticularly beautiful, and in the finest preservation^ 
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as indeed are all his genuine pictures. The 
canvas is not quite covered in some places ; the 
colours are as fresh as if newly laid on, and the 
execution is as linn and vigorous as if his hand 
had just left it. It shews us how this artist 
wrought. The head is, no doubt, a highly- 
finished study from nature^ done for a particular 
purpose, and worked up according to the 
painter's conception, but still retaming all the 
force and truth of individuality. He got all he 
could from Nature, and gave all he could to her 
in return. If Raphael had merely sketched this 
divine face on the canvas from the idea in his 
own mind, why not stamp it on the larger com- 
position at once? He could work it up and 
refine upon it there just as well, and it would 
almost necessarily undergo some alteration in 
being transferred thither afterwards. But if it 
was done as a careful copy from Nature in the 
first instance, the present was the only way in 
which he could proceed, or indeed by which he 
could arrive at such consummate excellence. 
The head of the Joseph (leaning on the hand and 
looking down) is fine, but neither so fine as 
the companion to it, nor is it by any means so 
elaborately worked up in the sketch before us. 
I am no teller of stories j but there is one 
belonging to Burleigh-House, of which I happen 
to know some of the particulars. The late £arL 
of Exeter had been divorced from his first wifey 
a woman of fashion, and of somewhat more 
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gaiety of manners than ** lords who love their 
ladies like." He determined to seek out a 
second wife in an humbler sphere of life^ and 
that it should be one who, having no knowledge 
of his rank, should love him for himself alone. 
For this purpoise, he went and settled incognito 
(under the name of Mr. Jones) at Hodnet, an 
obscure village in Shropshire. He made over- 
tures to one or two damsels in the neighbour- 
hood, but they were too knowing to be taken 
in by him. His manners were not boorish, his 
mode of life was retired, it was odd how he got 
his livelihood, and at last, he began to be taken 
for a highwayman. In this dilemma he turned 
to Miss Hoggins, the eldest daughter of a small 
farmer, at whose house he lodged. Miss Hog- 
gins, it might seem, had not been used to romp 
with the clowns 3 there was something in the 
manners of their quiet, but eccentric guest that 
she liked. As he found that he had inspired 
her with that kind of regard which he wished 
for, he made honourable proposals to her, and 
at the end of some months, they were married, 
without his letting her know who he was. They 
set oflF in a post-chaise from her father's house, 
and travelled homewards across the country. 
In this manner they arrived at Stamford, and 
passed through the town without stopping, till 
they came to the entrance of Burleigh-Park, 
which is on the outside of it. The gates flew 
open, the chaise entered, and drove up the 
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long avenue of trees that leads up to the front of 
this fine old mansion. As they drew nearer to 
it, and she seemed a little surprised where they 
were going, he said, ''Well, my dear, this is 
Burleigh-House ; it is the home I have promised 
to bring you to, and you are the Countess of 
Exeter !" It is said, the shock of this discovery 
was too much for this young creature, and that 
she never recovered it. It was a sensation 
worth dying for. The world we live in was 
worth making, had it been only for this. Ye 
ThoiLsand and One Tales of the Arabian Nights 
Entertainments ! hide your diminished heads ! I 
never wish to have been a lord, but when I 
think of this story. 
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OXPORD AND BLENHEIM. 



Rome has been called the "Sacred City:*' — 
might not our Oxford be called so too ? There 
is an air about it^ resonant of joy and hope : it 
speaks with a thousand tongues to the heart : it 
waves its mighty shadow over the imagination : 
it stands in lowly sublimity^ on the " hill of 
ages ;'* and points with prophetic fingers to the 
sky : it greets the eager gaze from afar, " with 
glistening spires and pinnacles adorned/* that 
shine with an eternal light as with the lustre of 
setting suns ; and a dream and a glory hover 
round its head, as the spirits of former times, a 
throng of intellectual shapes, are seen retreating 
or advancing to the eye of memory : its streets 
are paved with the names of learning that can 
i ' never wear out : its green quadrangles breathe 

the silence of thought, conscious of the weight 
of yearnings innumerable after the past, of 
loftiest aspirations for the future : Isis babbles 
of the Muse, its waters are from the springs of 
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Helicon, its Christ - Church meadows, classic, 
Elysian fields ! — We could pass our lives in 
Oxford without having or wanting any other 
idea — that of the place is enough. We imbibe 
the air of thought 5 we stand in the presence of 
learning. We are admitted into the Temple of 
Fame, we feel that we are in the sanctuary, on 
holy ground, and " hold high converse with the 
mighty dead.** The enlightened and the ignorant 
are on a level, if they have but faith in the 
tutelary genius of the place. We may be wise 
by proxy, and studious by prescription. Time 
has taken upon himself the labour of thinking 3 
and accumulated libraries leave us leisure to 
be dull. There is no occasion to examine the 
buildings, the churches, the colleges, by the 
rules of architecture, to reckon up the streets, to 
compare it with Cambridge (Cambridge lies out 
of the way, on one side of the world) — but woe to 
him who does not feel in passing through Oxford 
that he is in " no mean city," that he is surrounded 
with the monuments and lordly mansions of the 
mind of man, outvying in pomp and splendour 
the courts and palaces of princes, rising like an 
exhalation in the night of ignorance, and 
triumphing over barbaric foes, saying, ''All eyes 
shall see me, and all knees shall bow to me !" 
— as the shrine where successive ages came to 
pay their pious vows, and slake the sacred thiirst 
of knowledge, where youthful hopes (an endless 
flight) soared to truth and good, and where the 
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retired and lonely student brooded over the 
historic^ or over fancy's, page, imposing high 
tasks for hiipaself, framing high destinies for the 
race of man — the lamp, the mine, the well- 
head v«rhence the spark of learning was kindled, 
its stream flowed, its treasures were spread 
out through the remotest corners of the land 
and to distant nations. Let him then who is 
fond of indulging in a dream-like existence go 
to Oxford, and stay there 3 let him study this 
magnificent spectacle, the same under all 
aspects, with its mental twilight tempering the 
glare of noon, or mellowing the silver moon- 
light; let him wander in her sylvan suburbs, 
or linger in her cloistered halls ; but let him 
not catch the din of scholars or teachers, or 
dine or sup with them, or speak a word to any 
of the privileged inhabitants ; for if he does, 
the spell will be broken, the poetry and the 
religion gone, and the palace of enchantment 
will melt from his embrace into thin air! 

The only Collection of Pictures at Oxford is 
that at the Bodleian Library 5 bequeathed by Sir 
William Guise. It is so far appropriate that it 
is dingy, solemn, old ; and we would gladly leave 
it to its repose ; but where criticism comes, 
affection " clappeth his wings, and straightway 
he is gone." Most of the pictures are either 
copies, or spoiled, or never were good for any 
thing, There is, however, a Music Piece by 
Titian, which bears the stamp of his hand, andl 
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is '^ majestic^ though in ruins.** It represents 
three young ladies practising at a harpsichord, 
with their music-master looking on. One of the 
girls is tall^ ivith prominent features seen in pro- 
file^ but exquisitely fair, and with a grave expres- 
sion *y the other is a lively, good-humoured girl^ 
in a front view ^ and the third leans forward from 
behind, looking down with a demure, reserved, 
sentimental cast of countenance, but very pretty, 
and much like an English face. The teacher has 
a manly countenance, with a certain blended air 
of courtesy and authority. It is a fascinating 
picture, to our thinking ; and has that marked 
characteristic look, belonging to each individual 
and to the subject, which is always to be found 
in Titian's groups. We also noticed a dingy, 
melancholy-looking Head over the window of the 
farthest room, said to be a Portrait of Vandyke, 
with something striking in the tone and expres- 
sion ; and a small Adam and Eve driven out of 
Paradise, attributed to Giuseppe Ribera, which 
has considerable merit. The amateur will here 
find continual copies (of an indifferent class) of 
many of his old favourite pictures of the Italian 
school, Titian, Domenichino, Correggio, and 
others. But the most valuable part of the Col- 
lection consists of four undoubted Heads cut 
out of one of the Cartoons, which was destroyed 
by fire about a hundred years ago : they are here 
preserved in their pristine integrity. They shew 
us what the Cartoons were. They have all the 
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spirit and freedom of Raphael's hand^ but without 
any of the blotches and smearing of those at 
Hampton Court 3 with which the damp of out- 
houses and the dews of heaven have evidently 
had nearly as much to do as the painter. Two 
are heads of men^ and two of women ; one of 
the last^ Rachel weeping for her Children, and 
another still finer (both are profiles) in which all 
the force and boldness of masculine understanding 
is combined with feminine softness of expression. 
The large, ox-like eye, a "lucid mirror," with 
the eye-lids drooping, and the long eye-lashes 
distinctly marked, the straight scrutinizing nose, 
the full, but closed lips, the matronly chin and 
high forehead, altogether convey a character of 
matured thought and expansive feeling, such as 
is seldom to be met with. Rachel weeping for 
her Children has a sterner and more painful, but a 
very powerful expression. It is heroic, rather than 
pathetic. The heads of the men are spirited 
and forcible, but they are distinguished chiefly by 
the firmness of the outline, and the sharpness and 
mastery of the execution. 

Blenheim is a morning's walk from Oxford, 
and is not an unworthy appendage to it — 

And fast by hanging in a golden chain 
This pendent world, in bigness as a star 
Of smallest magnitude, close by the moon ! 

Blenheim is not inferior in waving woods and 
sloping lawns and smooth waters to Pembroke's 
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princely domain^ or to the grounds of any other 
park we know of. The building itself is Gothic, 
capricious, and not imposing — a conglomeration 
of pigeon-houses — 

In form resembling a goose-pie— 

but as a receptacle for works of art (with the 
exception of Cleveland House), it is unrivalled in 
this country. There is not a bad picture in it : 
the interest is sustained by rich and noble per- 
formances from first to last. It abounds in 
Rubens' works. The old Duchess of Marlborough 
was fond of the historical pieces of this great 
painter -, she had, during her husband's war and 
negociations in Flanders, a fine opportunity of 
culling them, " as one picks pears, saying. This I 
like, that I like still better : '* and from the se- 
lection she has made, it appears as if she under- 
stood the Master's genius well. She has chosen 
those of his works which were most mellow, 
and at the same time gorgeous in colouring, 
most luxuriant in composition, most unctuous 
in expression. Rubens was the only artist that 
could have embodied some of our countryman 
Spenser's splendid and voluptuous allegories. If 
a painter among ourselves were to attempt a 
Spenser Gallery (perhaps the finest subject 
for the pencil in the world after Heathen Mytho- 
logy and Scripture History), he ought to go and 
study the principles of his design at Blenheim ! 
— ^The Silemis and the Rape of Proserpine contain 
more of the Bacchanalian and lawless spirit of 
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ancient fable, than perhaps any two pictures 
extant. We shall not dispute that Nicholas 
Poussin could probably give more of the abstract^ 
metaphysical character of his traditional per- 
sonages, or that Titian could set them off better, 
so as to ''leave stings ** in the eye of the spectator, 
by a prodigious gusto of colourings as in his 
Bacchtis and Ariadne : but neither of them gave 
the same undulating outline, the same humid, 
puLpy tone to the flesh, the same graceful involu- 
tion to. the grouping and the forms, the same 
animal spirits, the same breathing motion. Let 
any one look at the figure of the Silenus in the 
first-mentioned of these compositions; its un- 
wieldy size, its reeling, drunken attitude, its ca- 
pacity for revelling in gross, sensual enjoyment, 
and contrast it with the figure of the nymph, so 
light, so wanton, so fair, that her clear crystal 
skin and laughing grace spread a ruddy glow, 
and account for the giddy tumult all around her ; 
and say if any thing finer in this kind was ever 
executed or imagined. In that sort of licentious 
fancy, in which a certain grossness of expression 
bordered on caricature, and where grotesque or 
enticing form was to be combined with free and 
rapid movements, or different tones and colours 
were to be flung over the picture as in sport or 
in a dance, no one ever surpassed the Flemish 
painter; and some of the greatest triumphs of 
his pencil are to be found in the Blenheim 
Gallery. There are several others of his best 



136 PICTURES AT BLENHEIM. 

pictures on sacred subjects^ such as the Flight into 
Egypt, and the illustration of the text^ *' Suffer 
little children to come unto me." The head and 
figure and deportment of the Christ, in this last 
admirable production, are nobly characteristic 
(beyond what the painter usually accomplished 
in this department) — the face of a woman hold- 
ing a young child, pale, pensive, with scarce any 
shadow, and the head of the child itself (looking 
as vacant and satisfied as if the nipple had just 
dropped from its mouth) are actually alive. 
Those who can look at this picture with indiffer- 
ence, or without astonishment at the truth of 
nature, and the felicity of execution, may rest 
assured that they know as little of Rubens as of 
the Art itself. Vandyke, the scholar and rival of 
Rubens, holds the next place in this Collection. 
There is here, as in so many other places, a 
picture of the famous Lord Strafford, with his 
Secretary — both speaking heads, and with the 
characters finely diversified. We were struck 
also by the delightful family picture of the 
Duchess of Buckingham and her Children, but 
not so much (we confess it) as we expected from 
our recollection of this picture a few years ago. 
It had less the effect of a perfect mirror of fashion 
in " the olden time,'* than we fancied to ourselves 
— ^the little girl had less exquisite primness and 
studied gentility, the little boy had not the same 
chubby, good-humoured look, and the colours in 
his cheek had faded — nor had the mother the 
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same graceful, matron-like air. Is it we that 
have changed, or the picture ? In general our 
expectations tally pretty well with our after- 
observations, but there was a falling-o£f in the 
present instance. There is a fine whole-length 
of a lady of quality of that day (we think Lady 
Cleveland) 5 but the master-piece of Vandyke's 
pencil here is his Charles L on Horseback, It is 
the famous cream or fawn-coloured horse, which, 
of all the creatures that ever were painted, is 
surely one of the most beautiful. 

Sure never were seen 
Two such beautiful ponies ; 
All others are brutes, 
But these macaronies. 

Its steps are delicate, as if it moved to some 
soft measure or courtly strain, or disdained the 
very ground it trod upon 5 its form all lightness 
and elegance ; the expression quick and fiery ; 
the colour inimitable 3 the texture of the skin 
sensitive and tremblingly alive all over, as if it 
would shrink from the smallest touch. The 
portrait of Charles is not equal 5 but there is a 
landscape-back-ground, which in breezy fresh- 
ness seems almost to rival the airy spirit and 
delicacy of the noble animal. There are also one 
or two fine Rembrandts (particularly a Jacob 
and Esau) — an early Raphael, the Adoration of 
some saint, hard and stiff, but carefully de* 
signed ; and a fine, sensible, graceful head of the 
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Fomarina, of which we have a common and 
well-executed engraving. 

*' But did you see the Titian room ? " Yes, we 
did, and a glorious treat it was ; nor do we know 
why it should not be shown to every one. There 
is nothing alarming but the title of the subjects 
— ?%« Loves of the Gods — just as was the case 
with Mr. T. Moore*s Loves of the Angels — but oh ! 
how differently treated ! What a gusto in the 
the first, compared with the insipidity of the last! 
What streaks of living blood-colour, so unlike 
gauze spangles or pink silk stockings ! What 
union, what symmetry of form, instead of sprawl- 
ing, flimsy descriptions — ^what an expression of 
amorous enjoyment about the mouth, the eyes, 
and even to the finger-ends, instead of cold con- 
ceits and moonlight similes ! This is en passant ; 
so to our task. — It is said these pictures were 
discovered in an old lumber-room by Sir Joshua 
Reynolds, who set a high value on them, and 
that they are undoubtedly by Titian, having been 
originally sent over as a present by the King of 
Sardinia (for whose ancestor they were painted) 
to the first Duke of Marlborough. We should 
(without, however, pretending to set up an 
opinion) incline, from the internal evidence, to 
think them from the pencil of the great Vene- 
tian, but for two circumstances : the first is tUe 
texture of the skin 3 and secondly, they do not 
compose well as pictures. They have no back 
ground to set them off, but a most ridiculous 
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trellis-work, representing nothing, hung round 
them ; and the flesh looks monotonous and hard, 
like the rind of fruit. On the other hand, this 
last objection seems to be answered satisfactorily 
enough, and without impugning the skill of the 
artist ; for the pictures are actually painted on 
skins of leather. In all other respects, they 
might assuredly be by Titian, and we know of 
no other painter who was capable of achieving 
their various excellences. The drawing of the 
female figure is correct and elegant in a high 
degree, and might be supposed to be borrowed 
from classic scu1pture,but that it is more soft, more 
feminine, more lovely. The colouring, with the 
exception already stated, is true, spirited, golden, 
harmonious. The grouping and attitudes are 
heroic, the expression in some of the faces divine. 
We do not mean, of course, that it possesses the 
elevation or purity that Raphael or Correggio 
could give, but it is warmer, more thrilling and 
ecstatic* There is the glow and ripeness of a 
more genial clime, the purple light of love, 
crimsoned blushes, looks bathed in rapture, kisses 
with immortal sweetness in their taste — Nay, 
then, let the reader go and see the pictures, and 
no longer lay the blame of this extravagance 
on us. We may at any rate repeat the subjects. 
They are eight in number. 1. Mars and Venus, 
The Venus is well worthy to be called the Queen 
of Love, for shape, for air, for every thing. Her 
redoubted lover is a middle-aged, ill-looking 
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gentleman^ clad in a buff-jerkin, and somewhat 
of a formalist in his approaches and mode of ad^ 
dress ; but there is a Cupid playing on the floors 
who might well turn the world upside down. 
2. Cupid and Psyche. The Cupid is perhaps 
rather a gawky^ awkward stripling, with eager, 
open-mouthed wonder : but did ever creature of 
mortal mould see any thing comparable to the 
back and limbs of the Psyche, or conceive or 
read any thing equal to it, but that unique 
description in the Troilus and Cressida of 
Chaucer } 3. Apollo and Daphne. Not equal to 
the rest. 4. Hercules and Defanira. The female 
figure in this picture is full of grace and anima- 
tion, and the arms that are twined round the 
great son of Jove are elastic as a bended bow. 
5. Vulcan and Ceres. 6. Pluto and Proserpine. 
7. Jupiter and lo. Very fine. And finest of all^ 
and last, Neptune and Amphitrite. In this last 
work it seems *' as if increase of appetite did 
grow with what it fed on." What a face is that 
of Amphitrite for beauty and for sweetness of 
expression ! One thing is remarkable in these 
groups (with the exception of two) which is that 
the lovers are all of them old men 5 but then 
they retain their beards (according to the custom 
zi the good old times !) and this makes not only 
a picturesque contrast, but gives a beautiful soft- 
ness and youthful delicacy to the female faces 
opposed to them. Upon the whole, this series 
of historic compositions well deserves the atten-> 
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tion of the artist and the connoisseur, and perhaps 
some light might be thrown upon the subject 
of their authenticity by turning over some old 
portfolios. We have heard a hint thrown out 
that the designs are of a date prior to Titian. 
But " we are ignorance itself in this I " 
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The superiority of the pictures of Hogarth, which 
we have seen in the late collection at the British 
Institution,* to the common prints, is confined 
chiefly to the Marriage a-la-Mode. We shall at- 
tempt to illustrate a few of their most striking 
excellences, more particularly with reference to 
the expression of character. Their merits are 
indeed so prominent, and have been so often dis» 
cussed, that it may be thought difficult to point 
out any new beauties -, but they contain so much 
truth of nature, they present the objects to the 
eye under so many aspects and bearings, admit 
of so many constructions, and are so pregnant 
with meaning, that the subject is in a manner 
inexhaustible. 

Boccacio, the most refined and sentimental of 
all the novel-writers, has been stigmatised as a 
mere inventor of licentious tales, because readers 

* They are now in the National Gallery, Nos. 1 13 — 118. Ed. 
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in general have only seized on those things in 
his works which were suited to their own taste, 
and have reflected their own grossness hack 
upon the writer. So it has happened that the 
majority of critics having been most struck with 
the strong and decided expression in Hogarth, 
the extreme delicacy and subtle gradations of 
character in his pictures have almost entirely 
escaped them. In the first picture of thfe 
Marriage cL-la-Mode, the three figures of the 
young Nobleman^ his intended Bride^ and her 
inamorato, the Lawyer, shew how much Hogarth 
excelled in the power of giving soft and eflFemi- 
nate expression. They have, however, been less 
noticed than the other figures, which tell a 
plainer story, and convey a more palpable moral. 
Nothing can be more finely managed than 
the differences of character in these delicate 
personages. The Beau sits smiling at the 
looking-glass, with a reflected simper of self- 
admiration, and a languishing inclination of the 
head, while the rest of his body is perked up on 
his high heels with a certain air of tip-toe 
elevation. He is the Narcissus of the reign of 
George II., whose powdered peruke, ruflSes, gold 
lace, and patches, divide his self-love unequally 
with his own person, — ^the true Sir Plume of 
his day; 

" Of amber-lidded snuff-box justly vain, 
And the nice conduct of a clouded cane." 

There is the same felicity in the figure and 
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attitude of the Bride, courted by the Lawyer. 
There is the utmost flexibility, and yielding 
softness in her whole person, a listless languor 
and tremulous suspense in the expression of her 
face. It is the precise look and air which Pope 
has given to his favourite Belinda, just at the 
moment of the Rape of the Lock, The heightened 
glow, the forward intelligence, and loosened soul 
of love in the same face, in the assignation 
scene before the masquerade, form a fine and 
instructive contrast to the delicacy, timidity, and 
coy reluctance expressed in the first. The 
Lawyer in both pictures is much the same — 
perhaps too much so-r-though even this un- 
moved, unaltered appeacance may be designed 
as characteristic. In both cases he has '' a 
person, and a smooth dispose, framed to make 
women false." He is full of that easy good- 
humour and easy good opinion of himself, with 
which the sex are delighted. There is not a 
sharp angle in his face to obstruct his success, 
or give a hint of doubt or difficulty. His whole 
aspect is round and rosy, lively ai)d unmeaning, 
happy without the least expense of thought, 
careless and inviting ; and conveys a perfect 
idea of the uninterrupted glide and pleasing 
murmur of the soft periods that flow from his 
tongue. 

The expression of the Bride in the Morning 
scene is the most highly seasoned, and at the 
same time the most vulgar, in the series. The 
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figure^ face, and attitude of the husband are 
inimitable. Hogarth has with great skill con- 
trasted the pale countenance of tiie husband 
with the yellow whitish colour of the marble 
chimney-piece behind him, in such a manner as 
to preserve the fleshy tone of the former. The 
airy splendour of the view of the inner-room in 
this picture is probably not exceeded by any of 
the productions of the Flemish school. 

The Young Girl in the third picture, who is 
represented as the victim of fashionable pro- 
fligacy, is unquestionably one of the Artist's 
chefs-d^oeuvre. The exquisite delicacy of the 
painting is only surpassed by the felicity and 
subtlety of the conception. Nothing can be 
more striking than the contrast between the 
extreme softness of her person and the hardened 
indifference of her character. The vacant still- 
ness, the docility to vice, the premature sup. 
pression of youthful sensibility, the doll-like 
mechanism of the whole figure, which seems to 
have no other feeling but a sickly sense of pain 
— shew the deepest insight into human nature, 
and into the effects of those refinements in 
depravity, by which it has been good-naturedly 
asserted that " vice loses half its evil in losing 
all its grossness." The story of this picture is 
in some parts very obscure and enigmatical. It 
is certain that the Nobleman is not looking 
straightforward to the Quack, whom he seems 
to have been threatening with his cane, but that 
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his eyes are turned up with an ironical leer of 
triumph to the Procuress. The commanding 
attitude and size of this, woman, the swelling 
circumference of her dress, spread out like a 
turkey cock's feathers, — ^the fierce, ungovernable 
inveterate malignity of her countenance, which 
hardly needs the comment of the clasp-knife to 
explain her purpose, are all admirable in them- 
selves, and still more so as they are opposed to 
the mute insensibiUty, the elegant negligence 
of the dress, and the childish figure of the girl^ 
who is supposed to be her protegie. — ^As for the 
Quack, there can be no doubt entertained about 
him. His face seems as if it were composed 
of salve, and his features exhibit all the chaos 
and confusion of the most gross, ignorant, and 
impudent empiricism. 

The gradations of ridiculous affectation in the 
Music Scene are finely imagined and preserved. 
The preposterous, overstrained admiration of 
the Lady of Quality, the sentimental, insipid, 
patient delight of the Man, with his hair in 
paper, and sipping his tea, — the pert, smirking, 
conceited, half-distorted approbation of the figure 
next to him, the transition to the total in- 
sensibility of the round face in profile, and then 
to the wonder of the Negro- boy at the rapture 
of his Mistress, form a perfect whole. The 
sanguine complexion and flame-coloured hair of 
the female Virtuoso throw an additional light on 
the character. This is lost in the print. The 
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continuing the red colour of the hair into the 
back of the chair has been pointed out as one 
of those instances of alliteration in colouring of 
which these pictures are every where full. The 
gross bloated appearance of the Italian Singer 
is well relieved by the hard features of the in- 
strumental performer behind him, which might 
be carved of wood. The Negro-boy, holding 
the chocolate, both in expression, colour, and 
execution, is a master-piece. The gay, lively 
derision of the other Negro-boy, playing with 
the Actaeon, is an ingenious contrast to the pro- 
found amazement of the first. Some account 
has already been given of the two lovers in this 
picture. It is curious to observe the infinite 
activity of mind which the artist displays on 
every occasion. An instance occurs in the pre- 
sent picture. He has so contrived the papers in 
the hair of the Bride as to make them look 
almost like a wreath of half-blown flowers, 
while those which he has placed on the head 
of the musical Amateur very much resemble a 
chevaux-de-frise of horns, which adorn and fortify 
the lack-lustre expression and mild resignation 
of the face beneath. 

The Night Scene is inferior to the rest of the 
series. The attitude of the Husband, who is just 
killed, is one in which it would be impossible for 
him to stand or even to fall. It resembles the 
loose pasteboard figures they make for children. 
The characters in the last picture, in which the 
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Wife dies, are all masterly. We would particu- 
larly refer to the captious, petulant self-sufficiency 
of the Apothecary, whose face and figure are 
constructed on exact physiognomical principles, 
and to the fine example of passive obedience and 
non-resistance in the Servant, whom he is taking 
to task, and whose coat of green and yellow livery 
is as long and melancholy as his face. The dis- 
consolate look, the haggard eyes, the open mouth, 
the comb sticking in the hair, the broken, gapped 
teeth, which, as it were, hitch in an answer, 
every thing about him denotes the utmost per- 
plexity and dismay. — The harmony and gradations 
of colour in this picture are uniformly preserved 
with the greatest nicety, and are well worthy the 
attention of the artist. 

It has been observed that Hogarth*s pictures 
are exceedingly unlike any other representations 
of the same kind of subjects — that they form a 
class, and have a character, peculiar to them- 
selves. It may be worth wihle to consider in 
what this general distinction consists. 

In the first place, they are, in the strictest sense. 
Historical pictures ; and if what Fielding says 
be true, that his novel of Tom Jones ought to be 
regarded as an epic prose-poem, because it con- 
tained a regular developement of fable, manners, 
character, and passion, the compositions of 
Hogarth will, in like manner, be found to have a 
higher claim to the title of Epic Pictures than 
many which have of late arrogated that denomi- 
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nation to themselves. When we say that Hogarth 
treated his subjects historically^ we mean that 
his works represent the manners and humours of 
mankind in action, and their characters by varied 
expression. Every thing in his pictures has life 
and motion in it. Not only does the business of 
the scene never stand still, but every feature and 
muscle is put into full play 3 the exact feeling of 
the moment is brought out, and carried to its 
utmost height, and then instantly seized and 
stamped on the canvas for ever. The expression 
is always taken en passant, in a state of progress 
or change, and, as it were, at the salient point. 
Besides the excellence of each individual face, 
the reflection of the expression from face to face, 
the contrast and struggle of particular motives 
and feelings in the different actors in the scene, 
as of anger, contempt, laughter, compassion, are 
conveyed in the happiest and most lively manner. 
His figures are not like the back-ground on 
which they are painted : even the pictures on the 
wall have a peculiar look of their own. — Again, 
with the rapidity, variety, and scope of history, 
Hogarth's heads have all the reality and correct- 
ness of portraits. He gives the extremes of 
character and expression, but he gives them with 
perfect truth and accuracy. This is, in fact, what 
distinguishes hid compositions from all others of 
the same kind, that they are equally remote from 
caricature, and from mere still life. It oi course 
happens in subjects from common life that the 
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painter can procure real models^ and he can get 
them to sit as long as he pleases. Hence, in 
general, those attitudes and expressions have 
been chosen which could be assumed the longest ; 
and in imitating which, the artist, by taking 
pains and time, might produce almost as complete 
fac-similes as he could of a flower or a flower-pot^ 
of a damask curtain, or a china vase. The copy 
was as perfect and as uninteresting in the one 
case as in the other. On the contrary, subjects 
of drollery and ridicule affording frequent exam- 
ples of strange deformity and peculiarity of fea- 
tures, these have been eagerly seized by another 
class of artists, who, without subjecting them- 
selves to the laborious drudgery of the Dutch 
School and their imitators, have produced our 
popular caricatures, by rudely copying or ex- 
aggerating the casual irregularities of the human 
countenance. Hogarth has equally avoided the 
fatdts of both these styles, the insipid tameness of 
the one, and the gross vulgarity of the other, so 
as to give to the productions of his pencil equal 
solidity and effect. For his faces go to the very 
verge of caricature, and yet never (we believe in 
any single instance) go beyond it : they take the 
very widest latitude, and yet we always see the 
links which bind them to nature : they bear all 
the marks and carry all the conviction of reality 
with them, as if we had seen the actual faces for 
the first time, from the precision, consistency, and 
good sense with which the whole and every part 
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is made out. They exhibit the most uncommon 
features with the most uncommon expressions, 
but which are yet as familiar and intelligible as 
possible, because with all the boldness they have 
all the truth of nature. Hogarth has left behind 
him as many of these memorable faces, in their 
memorable moments, as perhaps most of us re- 
member in the course of our lives, and has thus 
doubled the quantity of our observation. 

We have already attempted to point out the 
fund of observation, physical and moral, con- 
tained in one set of these pictures, the Marriage 
ci^la'Mode. The rest would furnish as many 
topics to descant upon, were the patience of the 
reader as inexhaustible as the painter's invention. 
But, as this is not the case, we shall content our« 
selves with barely referring to some of those 
figures in the other pictures, which appear the 
most striking, and which we see not only while 
we are looking at them, but which we have 
before us at all other times. — ^For instance, who 
having seen can easily forget that exquisite frost- 
piece of religion and morality, the antiquated 
Prude in the Morning Scene 5 or that striking 
commentary on the good old timesj the little 
wretched appendage of a Foot-boy, who crawls 
half-famished and half-frozen behind her ? The 
French Man and Woman in the Noon are the 
perfection of flighty affectation and studied 
grimace | the amiable Jratemization of the two 
old Women saluting each other is not enough to 
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be admired ; and in the little Master, in the same 
national group, we see the early promise and 
personification of that eternal principle of won- 
drous self-complacency^ proof against all cir-* 
cumstances, and which makes the French the 
only people who are vain even of being cuckolded 
and being conquered! Or shall we prefer to 
this the outrageous distress and unmitigated 
terrors of the Boy who has dropped his dish of 
meat, and who seems red all over with shame 
and vexation, and bursting with the noise he 
makes } Or what can be better than the good 
housewifery of the Girl underneath, who is 
devouring the lucky fragments, or than the 
plump, ripe, florid, luscious look of the Servant- 
wench embraced by a greasy rascal of an Othello, 
with her pie-dish tottering like her virtue, and 
with the most precious part of its contents' run- 
ning over? Just — no, not quite — as good is 
the joke of the woman over head, who, having 
quarrelled with her husband, is throwing their 
Sunday's dinner out of the window, to complete 
this chapter of accidents of baked-dishes. The 
husband in the Evening Scene is certainly as 
meek as any recorded in history ; but we cannot 
say that we admire this picture, or the Night 
Scene after it. But then^ in the Taste iii High 
Life, there is that inimitable pair^ differing only 
in sex, congratulating and delighting one another 
by '^all the mutually reflected charities*' of 
folly and affectation, with the young Lady co^ 
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loured like a rose> dandling her little^ black, pug* 
faced, wMte-teethed chuckling fayourite, and 
with the portrait of Mons. Des Noyers in the 
back-ground, dancing in a grand ballet, sur^* 
rounded by butterflies. And again, in the £lec-> 
tion-dinner, [Soane Museum 53] is the immortal 
Cobler, surrounded by his Peers, who, '^ frequent 
and full,"— 

" In lotid recess and brawling conclare sit : " 

the Jew in the second picture [Soane Museum 
56], a very Jew in grain; — innumerable fine 
sketches of heads in the Polling for Votes 
[Soane Museum 73], of which the Nobleman 
over-looking the caricaturist is the best 5 — and 
then the irresistible tumultuous display of broad 
humour in the Chairing the Member [Soane 
Museum 78], which is, perhaps, of all Hogarth's 
pictures, the most full of laughable incidents 
and situations — ^the yellow, rusty-faced Thresher, 
with his swinging flail, breaking the head of 
one of the Chairmen, and his redoubted an- 
tagonist, the Sailor, with his oak -stick, and 
stumping wooden leg, a supplemental cudgel 
— ^the persevering ecstasy of the hobbling blind 
Fiddler, who, in the fray, appears to have been 
trod upon by the artificial excrescence of the 
honest Tar — ^Monsieur, the Monkey, with piteous 
aspect, speculating the impending disaster of 
the triumphant candidate, and his brother Bruin, 
appropriating the paunch — the precipitous flight 
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of the Pigs, souse over head into the water^ 
the fine Lady fainting, with vermiUion lips, and 
the two Chimney - sweepers, satirical young 
rogues ! We had almost forgot the Politician 
who is burning a hole through his hat with a 
candle in reading the newspaper 3 and the 
Chickens, in the March to Finchley, wandering 
in search of their lost dam, who is found in 
the pocket of the Serjeant. Of the pictures in 
the Rakers Progress, in this Collection [Soane 
Museum 1 — 8], we shaU not here say any thing, 
because we think them, on the whole, inferior 
to the prints, and because they have already 
been criticised by a writer, to whom we could 
add nothing, in a paper which ought to be read 
by every lover of Hogarth and of English 
genius.* 

* An Essay on the Genius of Hogarth, by C. Lamb. 
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Tf coiB term Fine Arts may be viewed as embracing 
al] bq tbose arts in which the powers of imitation 
or is /invention are exerted, chiefly with a view to 
th cole production of pleasure by the immediate 
is foipression which they make on the mind* But 
aike phrase has of late been restricted to a nar- 
onwer and more technical signification, namely^ 
iti painting, sculpture, engraving, and architec- 
hire, which appeal to the eye as the medium of 
f<ileasure ; and, by way of eminence, to the two 
g'f rst of these arts. In the following observations, 
ti^ shall adopt this limited sense of the term ; and 
t^shall endeavour to develope the principles upon 
Ifivhich the great masters have proceeded, and 
S(|eilso to enquire in a more particular manner into 
Sfthe state and probable advancement of these 
iftirts in this country. The great works of art at 
^Vpresent extant, and which may be regarded as 
^ ^models of perfection in their several kinds, are 
the Greek statues — ^the pictures of the celebrated 
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Italian masters — those of the Dutch and Flentish 
schools — to which we may add the comic pro- 
ductions of our own countryman^ Hogar^. 
These all stand unrivalled in the history of alt ; 
and they owe their pre-eminence and perfectjpn 
to one and the same principle — the immedhte 
imitaiion of nature. This principle predominated 
equally in the classical forms of the antique^ ^d 
in the grotesque figures of Hogarth : the per- 
fection of art in each arose from the truth 4nd 
identity of the imitation with the reality ; the 
difference was in the subjects — ^there was nc^e 
in the mode of imitation. Yet the advocates 
the ideal system of art would persuade their 
ciples that the difference between Hogarth 
the antique does not consist in the diff'en 
forms of nature which they imitated, but in thM 
that the one is like, and the other unlike^ naturis. 
This is an error the most detrimental, perhajjs, 
of all others, both to the theory and practice 4>f 
art. As, however, the prejudice is very stronW 
and genera], and supported by the highest au*- 
thority, it will be necessary to go somewhajl 
elaborately into the question, in order to produce 
an impression on the other side* 

What has given rise to the common notion of 
the ideal, as something quite distinct from actua\ 
nature, is probably the perfection of the Gree] 
statues. Not seeing among ourselves anything 
to correspond in beauty and grandeur, either wil 
the feature or form of the limbs in these exquisil 
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remains of antiquity^ it was an obvious, but a 
superficial, conclusion that they must have been 
created from the idea existing in the artistes 
mind, and could not have been copied from any- 
thing existing in nature. The contrary, however^ 
is the fact. The general form both of the face 
and figure, which we observe in the old statues, 
is not an ideal abstraction, is not a fanciful in- 
vention of the sculptor^ but is as completely local 
and national (though it happens to be more 
beautiful) as the figures on a Chinese screen, or a 
copper-plate engraving of a negro chieftain in a 
book of travels. It will not be denied that there 
is a difference of physiognomy as well as of 
complexion in different races of men. The Greek 
fprm appears to have been naturally beautiful, 
aiid they had, besides, every advantage of climate, 
off dress, of exercise, and modes of life to improve 
itj The artist had also every facility afforded 
h:iim in the study and knowledge of the human 
fifirm $ and their religious and public institutions 
gfave him every encouragement in the prosecu- 
tion of his art. All these causes contributed to 
tpe perfection of these noble productions 5 but 
should be inclined principally to attribute the 
iperior symmetry of form common to the Greek 
itues, in the first place, to the superior sym- 
letry of the models in nature, and, in the second, 
^o the more constant opportunities for studying 
'.hem. If we allow, also, for the superior genius 
>f the people, we shall not be wrong } but this 
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superiority consisted in their peculiar suscepti- 
bility to the impressions of what is beautiful and 
grand in nature. It may be thought an objec- 
tion, to what has just been said, that the antique 
figures of animals, &c., are as fine, and proceed 
on the same principles, as their statues of gods 
or men. But all that follows from this seems to 
be that their art had been perfected in the study 
of the human form, the test and proof of power 
and skill ; and was then transferred easily to the 
general imitation of all other objects, according 
to their true characters, proportions, and appear-^ 
ances. As a confirmation of these remarks, the 
antique portraits of individuals were often supe- 
rior even to the personification of their gods. I 
think that no unprejudiced spectator of real taste 
can hesitate for a moment in preferring the he^ 
of the Antinous, for example, to that of the 
Apollo. And in general it may be laid do\^ 
as a rule, that the most perfect of the antiques 
are the most simple, — those which affect the 
least action, or violence of passion, — ^which rct- 
pose the most on natural beauty of form, and a 
certain expression of sweetness and dignity, tha^t 
is, which remain most nearly in that state im 
which they could be copied from nature withou^t 
straining the limbs or features of the individui 
or racking the invention of the artist. Thils 
tendency of Greek art to repose has indeed been 
reproached with insipidity by those who had nol 
a true feeling of beauty and sentiment. I, how- 

I 
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ever^ prefer these models of habitual grace or 
internal grandeur to the violent distortions of 
suffering in the Laocoon, or even to the su- 
percilious £dr of the Apollo. The Niobe, more 
than any other antique head, combines truth and 
beauty with deep passion. But here the passion 
is fixed, intense, habitual 5 — it is not a sudden or 
violent gesticulation, but a settled mould of 
features ; the grief it expresses is such as might 
Lost turn the human countenance itself into 
mhrble ! 

In general, then, I would be understood to 
laintain that the beauty and grandeur so much 
ajdmired in the Greek statues were not a volun- 
tary fiction of the brain of the artist, but existed 
[ubstantially in the forms from which they were 
fopied, and by which the artist was surrounded, 
striking authority in support of these obser- 
vations, which has in some measure been lately 
liscovered, is to be found in the Elgin Marbles, 
taken from the Acropolis at Athens, and supposed 
i;o be the works of the celebrated Phidias. The 
process of fastidious refinement and indefinite 
ibstraction is certainly not visible there. The 
igures have all the ease, the simplicity, and va- 
[riety, of individual nature. Even the details of 
[the subordinate parts, the loose hanging folds in 
the skin, the veins under the belly or on the sides 
of the horses, more or less swelled as the animal 
is more or less in action, are given with scrupu- 
lous exactness. This is true nature and true art 
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In a word^ these invaluable remains of antiquity 
are precisely like casts taken from life. The 
ideal is not the preference of that which exists 
only in the mind to that which exists in nature -, 
but the preference of that which is fine in nature 
to that which is less so. There is nothing fine 
in art but what is taken almost immediately^ 
and, as it were, in the mass, from what is finer 
in nature. Where there have been the finest 
models in nature, there have been the finjpst 
works of art. • 

As the Greek statues were copied from Gre^k 
forms, so Raphael* s expressions were taken froi 
Italian faces, and I have heard it remarked thl^t 
the women in the streets of Rome seem to ha^^e 
walked out of his pictures in the Vatican. 

Sir Joshua Reynolds constantly refers to 
phael as the highest example in modem time] 
(at least with one exception) of the grand oir 
ideal style ^ and yet he makes the essence of thalt 
style to consist in the embodying of an abstracF 
or general idea, formed in the mind of the arp- 
tist by rejecting the peculiarities of individuals 
and retaining only what is common to the spedesj 
Nothing can be more inconsistent than the styl^ 
of Raphael with this definition. In his Cartoons] 
and in his groups in the Vatican, there is hardl}^ 
a face or figure which is any thing more than' 
fine individual nature finely disposed and copied.^ 
The late Mr. Barry, who could not be suspected]^ 
of prejudice on this side of the question, speaks]* 
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thus of them : " In Raphael's pictures (at the 
Vatican) of the Dispute of the Sacrament, and the 

School of Athens, one sees all the heads to be en- 
tirely copied from particular characters in nature, 
nearly proper for the persons and situations which 
he adapts them to ^ and he seems to me only to 
add and take away what may answer his purpose 
in little parts^ features^ &c. j conceiving, while he 
had the head before him, ideal characters and 
expressions, which he adapts their features and 
peculiarities of face to. This attention to the par- 
ticulars which distinguish all the di£ferent faces, 
persons, and characters, the one from the other, 
gives his pictures quite the verity and unaJOTected 
dignity of nature, which stamp the distinguishing 
differences betwixt one man*s face and body and 
another's." 

If any thing is wanting to the conclusiveness 
of this testimony, it is only to look at the pic- 
tures themselves 5 particularly the Miracle of the 
Conversion, and the Assembly of Saints, which are 
little else than a collection of divine portraits, in 
natural and expressive attitudes, full of the loftiest 
thought and feeling, and as varied as they are fine. 
It is this reliance on the power of nature which 
has produced these masterpieces by the Prince of 
Painters, in which expression is all in all 5 where 
one spirit — that of truth — pervades every part, 
brings down heaven to earth, mingles Cardinals 
and Popes with angels and apostles, and, yet blends 
and harmonizes the whole by the true touches 

M 
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and intense feeling of what is beautiful and grand 
in nature. It is no wonder that Sir Joshua^ when 
he first saw RaphaeFs pictures in the Vatican, 
was at a loss to discover any great excellence 
in them, if he was looking out for his theory 
of the ideal,— -of neutral character and middle 
forms. 

There is more an appearance of abstract gran- 
deur of form in Michael Angelo. He has fol- 
lowed up, has enforced, and expanded, as it were, 
a preconceived idea, till he sometimes seems to 
tread on the verge of caricature. His forms, 
however, are not middle, but extreme forms, 
massy, gigantic, supernatural. They convey the 
idea of the greatest size in the figure, and in all 
the parts of the figure. Every muscle is swollen 
and turgid. This tendency to exaggeration 
would have been avoided if Michael Angelo had 
recurred more constantly to nature, and had pro- 
ceeded less on a scientific knowledge of the 
structure of the human body j for science gives 
only the positive form of the different parts, 
which the imagination may afterwards magnify 
as it pleases, but it is nature alone which com- 
bines them with perfect truth and delicacy, in all 
the varieties of motion and expression. It is 
fortunate, tnat I can refer, in illustration of my 
doctrine, to the admirable fragment of the The- 
seus at Lord Elgin's, which shows the possibility 
of uniting the grand and natural style in the 
highest degree. The form of the limbs, as af- 
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fected by pressure or action^ and the general 
sway of the body, are preserved with the most 
, consummate mastery. I should prefer this statue, 
as a model for forming the style of the student, 
^ to the Apollo, which strikes me as having some- 
i thing of a theatrical appearance ; or to the Her- 
j cules, in which there is an ostentatious and over- 
' laden display of anatomy. This last figure, in- 
deed, is so overloaded with sinews, that it has 
been suggested as a doubt, whether, if life could 
be put into it, it would be able to move. Gran- 
deur of conception, truth of nature, and purity 
of taste, seem to have been at their height 
when the masterpieces which adorned the Temple 
of Minerva at Athens, of which we have only 
these imperfect fragments, were produced. Com- 
pared with these, the later Greek statues display 
a more elaborate workmanship, more of the arti- 
fices of style. The several parts are more uni- 
formly balanced, made more to tally like modem 
periods 3 each muscle is more equally brought 
out, and more highly finished as a part, but not 
with the same subordination of each part to the 
whole. If some of these wonderful productions 
have a fault, it is the want of that entire and 
naked simplicity which pervades the whole of 
the Elgin Marbles. 

Having spoken here of the Greek statues, and of 
the works of Raphael and Michael Angelo, as far 
as relates to the imitation of nature, I shall attempt 
to point out, to the best of my ability, and as 

M 2 
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concisely as possible, what I conceive to be their 
general and characteristic excellences. The an- 
cients excelled in beauty of form, Michael Angelo 
in grandeur of conception, Raphael in expression. 
In Raphael's faces, particularly his women, the 
expression is very superior to the form 5 in the 
ancient statues the form is the principal thing. 
The interest which the latter excite is in a man- 
ner external 5 it depends on a certain grace and 
lightness of appearance, joined with exquisite 
symmetry and refined susceptibility to voluptuous 
emotions ; but there is in general a want of pa- 
thos. In their looks we do not read the wishings 
of the heart ; by their beauty they are deified. 
The pathos which they exhibit is rather that of 
present and physical distress than of deep inter- 
nal sentiment. What has been remarked of 
Leonardo da Vinci is also true of Raphael, that 
there is an angelic sweetness and tenderness in 
his faces, in which human frailty and passion are 
purified by the sanctity of religion. The ancient 
statues are finer objects for the eye to contem- 
plate 5 they represent a more perfect race of 
physical beings, but we have little sympathy 
with them. In Raphael all our natural sensi- 
bilities are heightened and refined by the senti- 
ments of faith and hope, pointing mysteriously 
to the interests of another world. The same in- 
tensity of passion appears also to distinguish 
Raphael from Michael Angelo. Michael Angelo*8 
forms are grander, but they are not so informed 
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with expression. Raphael's^ however ordinary 
in themselves, are full of expression, " even to 
*' o'erflowingj'* every nerve and muscle is im- 
pregnated with feeling — bursting with meaning. 
In Michael Angelo, on the contrary, the powers 
of body and mind appear superior to any events 
that can happen to them -, the capacity of thought 
and feeling is never full, never strained, or tasked 
to the extremity of what it will bear. All is in 
a lofty repose and solitary grandeur, which no 
human interest can shake or disturb. It has 
been said that Michael Angelo painted man, and 
Raphael men; that the one was an epic, the 
other a dramatic painter. But the distinction I 
have stated is, perhaps, truer and more intelli- 
gible, viz, that the one gave greater dignity of 
form, and the other greater force and refinement 
of expression. Michael Angelo, in fact, borrow- 
ed his style from sculpture. He represented in 
general only single figures (with subordinate 
accompaniments), and had not to express the 
conflicting actions and passions of a multi- 
tude of persons. It is therefore a mere truism 
to say that his compositions are not dramatic. 
He is much more picturesque than Raphael. 
His drawing of the human form has the charac- 
teristic freedom and boldness of Titian's land- 
scapes. 

After Michael Angelo and Raphael, there is no 
doubt that Leonardo da Vinci and Correggio are 
the two painters, in modern times, who have 
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carried historical expression to the highest ideal 
perfection ; and yet it is equally certain that 
their heads are carefully copied from faces and 
expressions in nature. Leonardo excelled prin<«> 
cipally in his women and children* There is, 
in his female heads^ a peculiar charm of expres- 
sion, a character of natural sweetness and tender 
playfulness, mixed up with the pride of conscious 
intellect, and the graceful reserve of personal 
dignity. He blends purity with voluptuousness ; 
and the expression of his women is equally cha- 
racteristic of " the mistress or the saint." His 
pictures are worked up to the height of the idea 
he had conceived^ with an elaborate felicity; 
but this idea was evidently first suggested, and 
afterwards religiously compared with nature* 
This was his excellence. His fault is that his 
style of execution is too mathematical ; that is^ 
his pencil does not follow the graceful variety 
of the details of objects, but substitutes certain 
refined gradations, both of form and colour, pro- 
ducing equal changes in equal distances, with a 
mechanical uniformity* Leonardo was a man of 
profound learning as well as genius, and per- 
haps transferred too much of the formality of 
science to his favourite art. 

The masterpieces of Correggio have the same 
identity with nature, the same stamp of truth* 
He has indeed given to his pictures the utmost 
softness and refinement of outline and expres- 
sion 5 but this idea, at which he constantly aimed. 
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18 filled up with all the details and varieties 
which such heads would have in nature. So 
far from any thing like a naked abstract idea^ or 
middle form, the individuality of his faces has 
something peculiar in it> even approaching the 
grotesque. He has endeavoured to impress ha- 
bitually on the countenance those undulating 
outlines which rapture or tenderness leave there, 
and has chosen for this purpose those forms and 
proportions which most obviously assisted his 
design. 

As to the colouring of Correggio^ it is nature 
itself. Not -only is the general tone perfectly 
true, but every speck and particle is varied in 
colour, in relief, in texture, with a care, a felicity, 
and an effect which is almost magical. His light 
and shade are equally admirable. No one else, 
perhaps, ever gave the same harmony and round- 
ness to his compositions. So true are his sha- 
dows, equally free from coldness, opacity, or false 
glare $ — so clear, so broken, so airy, and yet so 
deep, that if you hold your hand so as to cast a 
shadow on any part of the flesh which is in the 
light, this part, so shaded, will present exactly 
the same appearance which the painter has given 
to the shadowed part of the picture. Correggio 
indeed possessed a greater variety of excellences 
in the different departments of his art than any 
other painter 5 and yet it is remarkable that the 
impression which his pictures leave upon the 
mind of the common spectator is monotonous 
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and comparatively feeble. His style is in some 
degree mannered and confined. For instance^ he 
is without the force^ passion, and grandeur of 
Raphael, who, however, possessed his softness of 
expression, but of expression only ; and (n colour^ 
in light and shade, and other qualities, was quite 
inferior to Corregg^o. We may, perhaps, solve 
this apparent contradiction by saying, that he 
applied the power of his mind to a greater variety 
of objects than others 5 but that this power was 
still of the same character, consisting in a certain 
exquisite sense of the harmonious, the soft and 
graceful in form, colour, and sentiment, but 
with a deficiency of strength, and a tendency to 
effeminacy In all these. 

After the names of Raphael and Correggio, 
I shall mention that of Guido, whose female 
faces are exceedingly beautiful and ideal, but 
altogether common-place and vapid compared 
with those of Raphael or Correggio 5 and they 
are so for no other reason but that the general 
idea they convey is not enriched and strengthened 
by an intense contemplation of nature. For the 
same reason, I can conceive nothing more un- 
like the antique than the figures of Poussin, 
except as to the preservation of the costume 5 
and it is perhaps chiefly owing to the habit of 
studying his art at second-hand, or by means of 
scientific rules, that the great merits of that able 
painter, whose understanding and genius are un- 
questionable, are confined to his choice of sub- 
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jects for his pictures^ and bis manner of telling 
the story. His landscapes^ which he probably 
took from nature^ are superior as paintings to 
bis historical pieces. The faces of Poussm want 
natural expression, as his figures want grace; 
but the back-grounds of his historical composi- 
tions can scarcely be surpassed. In his Plagtie 
of Athens the very buildings seem stiff with horron 
His giants, seated on the top of their fabled 
mountains, and playing on their panpipes, are as 
familiar and natural as if they were the ordinary 
inhabitants of the scene. The finest of his land- 
scapes is his picture of the Deluge. The sun is 
just seen, wan and drooping in his course. The 
sky is bowed down with a weight of waters,. and 
heaven and earth seem mingling together. 

Titian is at the head of the Venetian school j 
he is the first of all colourists. In delicacy and 
purity Correggio is equal to him, but his colour- 
ing has not the same warmth and gusto in it. 
Titian's flesh-colour partakes of the glowing na-* 
ture of the climate, and of the luxuriousness of 
the manners of his country. He represents ob« 
jects not through a merely lucid medium, but as 
if tinged with a golden light. Yet it is wonder- 
ful in how low a tone of local colouring his 
pictures are painted, — ^how rigidly his means are 
husbanded. His most gorgeous effects are pro- 
duced, not less by keeping down than by height- 
ening his colours ; the fineness of his gradations 
adds to their variety and force 5 and, with him^ 
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truth is the same thing as splendour. Every 
thing is done by the severity of his eye, by the 
patience of his touch. He is enabled to keep 
pace with nature by never hurrying on before 
her ; and as he forms the broadest masses out of 
innumerable varying parts and minute touches 
of the pencil, so he unites and harmonizes the' 
strongest contrasts by the most imperceptible 
transitions. Every distinction is relieved and 
broken by some other intermediate distinction, 
like half-notes in music 5 and yet all this ac- 
cumulation of endless variety is so managed as 
only to produce the majestic simplicity of nature, 
so that to a common eye there is nothing extra- 
ordinary in his pictures, any more than in nature 
itself. It is, I believe, owing to what has been 
here stated, that Titian is, of all painters, at once 
the easiest and the most difficult to copy. He 
is the most difficult to copy perfectly, for the 
artifice of his colouring and execution is hid in 
its apparent simplicity 5 and yet the knowledge 
of nature, and the arrangement of the forms and 
masses in his pictures, are so masterly that any 
copy made from them, even the rudest outline or 
sketch, can hardly fail to have a look of high 
art. Because he was the greatest colourist in 
the world, this, which was his most prominent, 
has, for shortness, been considered as his only, 
excellence 3 and he has been said to have been 
ignorant of drawing. What he was, generally 
speaking, deficient in, was invention or compo* 
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dition^ though even this appears to have been 
more from habit than want of power ; but his 
drawing of actual forms^ where they were not to 
be put into momentary action^ or adapted to 
a particular expression^ was as fine as possible. 
His drawing of the forms of inanimate objects is 
unrivalled. His trees have a marked character 
and physiognomy of their own, and exhibit an 
appearance of strength or flexibility, solidity or 
lightness, as if they were endued with conscious 
power and purposes. Character was another 
excellence which Titian possessed in the highest 
degree. It is scarcely speaking too highly of 
his portraits to say that they have as much ex- 
pression, that is, convey as fine an idea of inteU 
lect and feeling, as the historical heads of Raphael. 
The cdief difference appears to be that the ex- 
pression in Raphael is more imaginary and con- 
templative, and in Titian more personal and con- 
stitutional. The heads of the one seem thinking 
more of some event or subject^ those of the other 
to be thinking more of themselves. In the por- 
traits of Titian, as might be expected^ the Italian 
character always predominates : there is a look 
of piercing sagacity, of commanding intellect, 
of acute sensibility, which it would be in vain 
to seek for in any other portraits. The daring 
spirit and irritable passions of the age and 
country are distinctly stamped upon their coun- 
tenances, and can be as little mistaken as the 
costume which they wear. The portraits of 
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Raphael^ though full of profound thought and 
feeling, have more of common humanity about 
them. Titian's portraits are the most historical 
that ever were painted ; and they are so for this 
reason, that they have most consistency of form 
and expression. His portraits of HippoUto de 
Medici and of a Young Neapolitan Nobleman, 
lately in the gallery of the Liouvre, are a striking 
contrast in this respect. All the lines of the 
face in the one, the eye-brows, the nose, the 
comers of the mouth, the contour of the face, 
present the same sharp angles, the same acute, 
edgy, contracted, violent expression. The other 
portrait has the finest expansion of feature and 
outline, and conveys the most exquisite idea of 
mild thoughtful sentiment. The consistency of 
the expression constitutes as great a charm in 
Titian's portraits as the harmony of the colour- 
ing. The similarity sometimes objected to in his 
heads is partly national and partly arises from 
the class of persons whom he painted. He 
painted only Italians *, and in his time it rarely 
happened that any but persons of the highest 
rank, senators or cardinals, sat for their pictures. 
The similarity of costume, of the dress, the 
beard, &c. also adds to the similarity of fheir 
appearance. It adds, at the same time, to their 
picturesque effect^ and the alteration in this 
respect is one circumstance, among others, that 
has been injurious, not to say fatal, to modern 
art. This observation is not confined to por- 
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traits 3 for the hired dresses with which our his- 
torical painters clothe their figures sit no more 
easily on the imagination of the artist than they 
do gracefully on the lay-figures over which they 
are thrown. 

Giorgionci Paul Veronese, Tintoret, and the 
Bassans are the remaining great names of the 
Venetian school. The excellence of all of these 
consisted in their bold, masterly, and striking 
imitation of nature. Their want of ideal form 
and elevated character is indeed a constant sub- 
ject of reproach against them. Giorgione takes 
the first place among them ; for he was in some 
measure the master of Titian $ whereas the 
others were only his disciples. The Caraccis, 
Domenichino, and the rest of the Bolognese 
school formed themselves on a principle of com- 
bining the excellences of the Roman and Vene- 
tian painters, in which they for a while succeeded 
to a considerable degree ; but they degenerated 
and dwindled away into absolute insignificance 
in proportion as they departed from nature or 
the great masters who had copied her, to mould 
their works on academic rules and the phantoms 
(^abstract perfection. 

Rubens is the prince of the Flemish painters. 
Of all the great painters be is perhaps the most 
artificial : the man who painted most from his 
imagination, and, what was almost the inevit- 
able consequence, the most of a mannerist. He 
had neither the Greek form to study from, nor 
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the Roman expression, nor the high character, 
picturesque costume, and sun-burnt hues which 
the Venetian painters had immediately before 
them. He took, however, what circumstances 
presented to him, a fresher and more blooming 
tone of complexion, arising from moister air 
and a colder climate. To this he added the 
congenial splendour of reflected lights and 
shadows, cast from rich drapery; and he made 
what amends he could for the want of expression 
by the richness of his compositions and the fan- 
tastic variety of his allegorical groups. Both his 
colouring and his drawing were, however, ideal 
exaggerations ; but both had particular qualities 
of the highest virtue. He has given to his flesh 
greater transparency and freshness than any other 
painter 3 and this excellence he had from nature. 
One of the finest instances will be found in his 
Peasant Family going to Market, in which the 
figures have all the bloom of health upon their 
countenances 5 and the very air of the surround- 
ing landscape strikes sharp and wholesome on 
the sense. Rubens had another excellence : he 
has given all that relates to the expression of 
motion, in his allegorical figures, in his children, 
his animals, even in his trees, to a degree which 
no one else has equalled, or indeed approached. 
His drawing is often deficient in proportion, in 
knowledge, and in elegance, but it is always pic- 
turesque. The drawing of N. Poussin, on the 
contrary, which has been much cried up, is 
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merely learned and anatomical : he has a know- 
ledge of the structure and measurements of the 
human body, but very little feeling of the grand, 
or beautiful^ or striking in form. 

All Rubens* forms have ease, freedom^ and 
excessive elasticity. In the grotesque style of 
history, as in groups of satyrs^ nymphs^ bac- 
chanals, and animals, where striking contrasts 
of form are combined with every kind of rapid 
and irregular movement, he has not a rival. 
Witness his Silenus at Blenheim, where the lines 
seem drunk and staggering 5 and his Procession 
of Cupids riding on Animals at Whitehall, with 
that adventurous leader of the infantine crew, 
who, Mdth a spear, is urging a lion, on which he 
is mounted, over the edge of the world j for 
beyond we only see a precipice of clouds and 
sky. Rubens' power of expressing motion, 
perhaps, arose from the facility of his pencil, 
and his habitually trusting a good deal to 
memory and imagination in his compositions ; 
for this quality can be given in no other way. 
His portraits are the least valuable productions 
of his pencil. His landscapes are often delight- 
ful, and appear like the work of fairy hands. 

It remains to speak of Vandyke and Rem- 
brandt 5 the one the disciple of Rubens, the 
other the entire founder of his own school. It 
is not possible for two painters to be more 
opposite. The characteristic merits of the for- . 
mer are very happily summed up in a single 
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line of a poetical critic^ where he speaks of 
** The soft precision of the clear Vandyke." 

The general object of this analysis of the works 
of the great masters has been to show that their 
pre-eminence has constantly depended^ not on 
the creation of a fantastic, abstract excellence, 
existing nowhere but in their own mind, but in 
their selecting and embodying some one view of 
nature, which came immediately under their 
habitual observation, and which their particular 
genius led them to study and imitate with suc- 
cess. This is certainly the case with Vandyke. 
His portraits, mostly of English women, in the 
Louvre, have a cool, refreshing air about them, 
a look of simplicity and modesty even in the 
very tone, which forms a fine contrast to the 
voluptuous glow and mellow golden lustre of 
Titian's Italian women. There is a quality of 
flesh-colour in Vandyke which is to be found in 
no other painter^ and which exactly conveys the 
idea of the soft, smooth, sliding, continuous, 
delicately varied surface of the skin. The ob- 
jects in his pictures have the least possible dif- 
ference of light and shade, and are presented 
to the eye without passing through any indirect 
medium. It is this extreme purity and silvery 
clearness of tone, together with the facility and 
precision of his particular forms, and a certain 
air of fashionable elegance, characteristic of the 
age in which he flourished, that places Vandyke 
in the first rank of portrait -painters. 
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If ever there yras a man of genius in the art, 
it was Rembrandt. He might be said to have 
created a medium of his own, through which he 
saw all objects. He was the grossest and the 
least vulgar^ that is to say, the least common- 
place in his grossness, of all men. He was the 
most downright^ the least fastidious of the imi- 
tators of nature. He took any object, he cared 
not what, how mean soever in form, colour, and 
expression 3 and from the light and shade which 
he threw upon it, it came out gorgeous from his 
hands. As Vandyke made use of the smallest 
contrasts of light and shade, and painted as if in 
the open air, Rembrandt used the most violent 
And abrupt contrasts in this respect, and painted 
his objects as if in a dungeon. His pictures may 
be said to be " bright with excessive darkness.** 
His vision had acquired a lynx-eyed sharpness 
from the artificial obscurity to which he had ac- 
customed himself. " Mystery and silence hung 
upon his pencil.** Yet he could pass rapidly 
from one extreme to another, and dip his colours 
with equal success in the gloom of night or ia 
the blaze of the noon-day sun. In surrounding 
different objects with a medium of imagination, 
solemn or*' dazzling, he was a true poet -, in all 
the rest he was a mere painter, but a painter of 
no common stamp. The powers of his hand 
were equal to those of his eye 3 and, indeed, he 
could not have attempted the subjects he did, 
without an execution as masterly as his know- 

N 
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ledge was profound. His colours are sometimes 
dropped in lumps on the canvas 5 at other times 
they are laid on as smooth as glass 3 and he not 
unfrequently painted with the handle of his brush. 
He had an eye for all objects as far as he had 
seen them. His history and landscapes are 
equally fine in their way. His landscapes one 
could look at for ever^ though there is nothing in 
them. But *'they are of the earth, earthy.*' It 
seems as if he had dug them out of nature. 
Everything is so true, so real, so full of all the 
feelings and associations which the eye can sug- 
gest to the other senses, that we immediately 
take as strong an affection to them as if they 
were our home — ^the very place where we were 
brought up. No length of time could add to the 
intensity of the impressions they convey. Rem- 
brandt is the least classical and the most romantic 
of all painters. His JacoVs Ladder is more like 
a dream than any other picture that ever was 
painted. The figure of Jacob himself is thrown 
in one corner of the picture like a bundle of 
clothes, while the angels hover above the dark- 
ness in the shape of airy wings. 

It would be needless to prove that the gene- 
rality of the Dutch painters copied from actual 
objects. They have become almost a bye-word 
for carrying this principle into its abuse, by 
copying everything they saw, and having no 
choice or preference of one thing to another 
unless that they preferred that which was most 
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obvious and common. I forgive them. They 
perhaps did better in faithfully and skilfully 
imitating what they had seen than in imagining 
what they had not seen. Their pictures^ at leasts 
show that there is nothing in nature^ however 
mean or trivial^ that has not its beauty, and some 
interest belonging to it, if truly represented. I 
prefer Vangoyen's views on the borders of a 
canal, the yellow-tufted bank and passing sail, or 
Ruysdael's woods and sparkling waterfalls, to the 
most classical or epic compositions which could 
have been invented out of nothings and I think 
that Teniers*s boors, old women, and children, 
are very superior to the little carved ivory 
Venuses in the pictures of Vanderneer j just as 
I think Hogarth's Marriage cL-la-Mode is better 
than his Sigismunda, or as Mr. Wilkie's Card' 
Players is better than his Alfred, I should not 
assuredly prefer a Dutch Fair by Teniers to a 
Cartoon by Raphael; but I suspect I should 
prefer a Dutch Fair by Teniers to a Cartoon by 
the same master 5 or, I should prefer truth and 
nature in the simplest dress, to affectation and 
inanity in the most pompous disguise. What- 
ever is genuine in art must proceed from the 
impulse of nature and individual genius. 

In the French school there are but two names 
of high and established reputation — ^N. Poussin. 
and Claude Lorraine. Of the former I have 
already spoken j of the latter I shall give my 
opinion when I come to speak of our owq. 

N 2 
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Wilson. I ought not to pass over the names of 
Murillo and Velasquez^ those admirable Spanish 
painters. It is diflScult to characterize their 
peculiar excellences as distinct from those of the 
Italian and Dutch schools. They may be said 
to hold a middle rank between the painters of 
mind and body. They express not so much 
thought and sentiment^ nor yet the mere exterior^ 
as the life and spirit of the man. Murillo is 
probably at the head of that class of painters who 
have treated subjects of common life. After 
making the colours on the canvas feel and 
think, the next best thing is to make them 
breathe and live. But there is in Murillo's 
pictures of this kind a look of real life, a cordial 
flow of native animal spirits, which we find no 
where else. I might here refer particularly to 
his picture of the Two Spanish Beggar Boys, in 
the collection at Dulwich College, which cannot 
easily be forgotten by those who have ever 
seen it. 

I come now to treat of the progress of art in 
Britain. 

I shall first speak of Hogarth, both as he is 
the first name in the order of time that we have 
to boast of, and as he is the greatest comic 
painter of any age or country. His pictures 
are not imitations of still life, or mere transcripts 
of incidental scenes or customs ^ but powerful 
moral satires, exposing vice and folly in their 
most ludicrous points of view, and, with a pro^ 
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found insight into the weak sides of character 
and manners^ in all their tendencies, combina- 
tions^ and contrasts. There is not a single pic- 
ture of his containing a representation of merely 
natural or domestic scenery. His object is not so 
much *' to hold the mirror up to nature," as " to 
show vice her own feature, scorn her own image." 
Folly is there seen at the height — the moon 
is at the full — it is the very error of the time. 
There is a perpetual collision of eccentricities, 
a tilt and tournament of absurdities, pampered 
into all sorts of affectation, airy, extravagant, 
ostentatious ! Yet be is a^ little a caricaturist as 
he is a painter of still life. Criticism has not 
done him justice, though public opinion has. 
His works have received a sanction which it 
would be vain to dispute, in the universal delight 
and admiration with which they have been re- 
garded, from their first appearance to the present 
moment. If the quantity of amusement, or of 
matter for reflection, which they have afforded, 
is that by which we are to judge of precedence 
among the intellectual benefactors of mankind, 
there are perhaps few persons who can put in a 
stronger claim, to our gratitude than Hogarth. 
The wonderful knowledge which he possessed of 
hupian life and manners is only to be surpassed 
(if it can be) by tlie powers of invention with 
which he has arranged his materials, and by the 
mastery of execution with which he has em- 
bodied and made tangible the very thoughts and 
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passing movements of the mind. Some personal 
object to the style of Hogarth*s pictures, or to 
the class to which they belong. First, Hogarth 
belongs to no class, or, if he belongs to any, it 
is to the same class as Fielding, Smollett, Van- 
brugh, and Molibre. Besides, the merit of his 
pictures does not depend on the nature of his 
subjects, but on the knowledge displayed of 
them, in number of ideas, in the fund of obser- 
vation and amusement contained in them. Make 
what deductions you please for the vulgarity of 
the subjects — ^yet in the research, the profundity, 
the absolute truth and precision of the delineation 
of character, — ^in the invention of incident, in 
wit and humour, in life and motion, in everlast- 
ing variety and originality, — they never have 
been, and probably never will be, surpassed. 
They stimulate the faculties as well as amuse 
them. ''Other pictures we see, Hogarth*s we 
read!"* 

There is one error which has been frequently 
entertained on this subject, and which I wish to 
correct, namely, that Hogarth's genius was con- 
fined to the imitation of the coarse humour and 
broad farce of the lowest life. But he excelled 
quite as much in exhibiting the vices, the folly 
and frivolity of the fashionable manners of his 
time. His fine ladies do not yield the palm of 

* See an admirable Essay on the Genius of Hogarth, by 
Charles Lamb. 
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ridicule to his waiting-maids, and his lords and 
bis porters are on a very respectable footing of 
equality. He is quite at home either in St. 
Giles's or St. James's. There is no want^ for 
example, in his Marriage a-la-Mode, or his Taste 
in High Life, of affectation verging into idiotcy, 
or of languid sensibility that might 

*' Die of a rose in aromatic pain." 

Many of Hogarth's characters would form ad« 
mirable illustrations of Pope's ' Satires/ who was 
contemporary with him. In short, Hogarth was 
a painter of real, not of low, life. He was, as 
we have said, a satirist, and consequently his pen- 
cil did not dwell on the grand and beautiful, but 
it glanced with equal success at the absurdities 
and peculiarities of high or low life, " of the 
great vulgar and the small.*' 

To this it must be added that he was as great 
a master of passion as of humour. He succeeded 
in low tragedy as much as in low or genteel 
comedy, and had an absolute power in moving 
the affections and rending the hearts of the 
spectators, by depicting the effects of the most 
dreadful calamities of human life on common 
minds and common countenances. Of this the 
Rakes Progress, particularly the Bedlam Scene, 
and many others, are unanswerable proofs. Ho- 
garth's merits as a mere artist are not confined 
to his prints. In general, indeed, this is the 
case. But when he chose to take pains, he could 
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add the delicacies of execution and colouring in 
the highest degree to those of character and 
composition ^ as is evident in his series of pic- 
tures, all equally well painted^ of the Marriage 
d'la-Mode, 

I shall next speak of Wilson, whose landscapes 
may be divided into three classes, — his Italian 
landscapes, or imitations of the manner of Claude, 
-;-his copies of English scenery, — and his his- 
torical compositions. The first of these are, in 
my opinion, by much the best -, and I appeal, in 
support of this opinion, to the Apollo and the 
Seasons, and to the Phaeton, The figures are of 
course out of the question (these being as un- 
couth and slovenly as Claude's are insipid and 
finical); but the landscape in both pictures is 
delightful. In looking at them we breathe the 
air which the scene inspires, and feel the genius 
of the place present to us. In the first, there is 
the cool freshness of a misty spring morning ^ 
the sky, the water, the dim horizon, all convey 
the same feeling. The fine gray tone and vary- 
ing outline of the hiUs ; the graceful form of the 
retiring lake, broken still more by the hazy 
shadows of the objects that repose on its bosom; 
the light trees that expand their branches in the 
air, and the dark stone figure and mouldering 
temple, that contrast strongly with the broad clear 
light of the rising day, — ^give a charm, a truth, 
a force, and harmony to this composition, which 
produce the greater pleasure the longer it is dwdlt 
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on. The distribution of light and shade resembles 
the effect of light on a globe. The Phaeton has the 
dazzling fervid appearance of an autumnal even- 
ing 3 the golden radiance streams in solid masses 
from behind the flickering clouds ; every object 
is baked in the sun 5 the brown foreground^ the 
thick foliage of the trees^ the streams^ shrunk 
and stealing along behind the dark high banks, 
combine to produce that richness and charac- 
teristic unity of effect which is to be found only 
in nature, or in art derived from the study and 
imitation of nature. The glowing splendour of 
this landscape reminds us of the saying of 
Wilson, that in painting such subjects he en- 
deavoured to give the effect of insects dancing 
in the evening sun. His eye seemed formed to 
drink in the light. These two pictures, as they 
have the greatest general effect, are more carefully 
finished in the particular details than the other 
pictures in the collection. This circumstance 
may be worth the attention of those who are apt 
to think that strength and slovenliness are the 
same thing. 

Cicero at his ViUa is a clear and beautiful 
representation of nature. The sky is admirable 
for its pure azure tone. Among the less finished 
productions of Wilson's pencil, which display hia 
great knowledge of perspective, is A Landscape 
with Figures Bathing, in which the figures are 
wonderfully detached from the sea beyond 3 and a 
View in Italy, with a lake and a little boat, which 
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appear at an immeasurable distaiice below; tbe 
boat diminished to 

" A buoy almost too small for sight" 

A View of Jncona, Adrians VUia at Rome, a 
small blue greenish landscape ; The Lake rf 
Neuni, a small richly coloured landscape of the 
banks of a river ; and a landscape containing 
some light and el^ant groups of trees, are mas* 
terly and interesting sketches. A View on the 
Tiber, near Rome $ a dark landscape which lies 
finely open to the sky ^ and A View of Rome, are 
successful imitations of N. Poussin. A View of 
Sion House, which is hung almost out of sight, 
is remarkable for the clearness of the perspective, 
particularly in the distant windings of the River 
Thames, and still more so for the parched 
and droughty appearance of the whole scene. 
The air is adust, the grass burned up and 
withered 5 and it seems as if some figures, re- 
posing on the level smooth-shaven lawn, on the 
river's side, would be annoyed by the parching 
heat of the ground. We consider this landscape, 
which is an old favourite, as one of the most 
striking proofs of Wilson*s genius, as it conveys 
not only the image, but the feeling, of nature, 
and excites a new interest unborrowed from the 
eye, like the fine glow of a summer's day. There 
is a sketch of the same subject, called A View 
on the Thames, A View near Llangollen, North 
Walee. ; Oakhampton Castle, Devonshire ; and The 
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Bridge at Llangollen, are the principal of Wil- 
son's English landscapes. 

In general this artist's views of home scenery 
Want almost every thing that ought to recom- 
mend them. The subjects he has chosen are not 
well fitted for the landscape painter^ and there 
is nothing in the execution to redeem them. 
Ill-shaped mountains^ or great heaps of earth/ 
— ^trees that grow against them without character 
or elegance^ — ^motionless waterfalls^ — a want of 
relief^ of transparency and distance^ without the 
imposing grandeur of real magnitude (which it 
is scarcely within the province of art to give), — 
are the chief features and defects of this class 
of his pictures. 

The same general objections apply to Solitude 
and to one or two other pictures near it, which 
are masses of common-place confusion. In more 
confined scenes the effect must depend almost 
entirely in the differences in the execution and 
the details ; for the difference of colour alone is 
not sufficient to give relief to objects placed at 
a small distance from the eye. But in Wilson 
there are commonly no details^ — all is loose 
and general ; and this very circumstance, which 
might assist him in giving the mighty contrasts 
of light and shade, deprived his pencil of aU force 
and precision within a limited space. In general^ 
air is necessary to the landscape painter 5 and^ 
for this reason, the lakes of Cumberland and 
Westmoreland afford few subjects for landscape 
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painting. However stupendous the scenery of 
that part of the country la, and however power- 
ful and lasting the impression which it must 
always make on the imagination, yet the effect 
is not produced merely through the medium of 
the eye^ but arises chiefly from collateral and 
associated feelings. There is the knowledge of 
the physical magnitude of the objects in the 
midst of which we are placed, — the slow, im-% 
progressive motion which we make in traversing 
them ; — there is the abrupt precipice, the tcur* 
rent's roar, the boundless expanse of the pros- 
pect from the highest mountains, — ^the difficulty 
of their ascent, their loneliness and silence ; in 
short, there is a constant sense and superstitious 
awe of the collective power of matter, on which, 
from the beginning of time, the hand of man has 
made no impression, and which, by the lofty 
reflections they excite in us, give a sort of 
intellectual sublimity even to our sense of 
physical weakness. But there is little in all these 
circumstances that can be translated into the 
jiktutesque, which makes its appeal immediately 
to the eye. In a picture, a mountain shrinks to 
a mole-hill, and the lake that expands its broad 
bosom to the sky seems hardly big enough to 
launch a fleet of cockle-shells. 

Wilson's historical landscapes, the two Niobes, 
Celadon and AmeUa^ Meleager and Atalanta, do 
not, in our opinion, deserve the name ; that is, 
they do not excite feelings corresponding with 
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the scene and story represented. They neither 
display true taste nor fine imagination^ but are 
affected and violent exaggerations of clumsy 
common nature. They are made up mechanically 
of the same stock of materials^ an overhanging 
rock, bare shattered trees^ black rolling clouds^ and 
forked lightning. The scene of Celadon Sf Amelia, 
though it may be proper for a thunder-storm, is 
not a place for lovers to walk in. The Meleager 4r 
Atalanta is remarkable for nothing but a castle at 
a distance, very much " resembling a goose-pie." 
The figures in the most celebrated of these are 
not, like the children of Niobe, punished by the 
gods, but like a group of rustics crouching from 
a hail storm. I agree with Sir Joshua Reynolds, 
that Wilson's mind was not, like N. Poussin*s, 
sufficiently imbued with the knowledge of an- 
tiquity to transport the imagination three thou- 
sand years back, to give natural objects a sym- 
pathy with preternatural events, and to inform 
rocks, and trees, and mountains, with the pre- 
sence of a God, but nevertheless, his landscapes 
will ever afford a high treat to the lover of the 
art. In all that relates to the gradation of tint, 
to the graceful conduct and proportions of light 
and shade, and to the fine, deep, and harmonious 
tones of nature, they are models for the student. 
In his Italian landscapes his eye seems almost 
to have drunk in the light. 

To sum up this general character, I may ob- 
serve that^ besides his excellence in aSrial per- 
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spective^ Wilson had great truth, harmony^ and 
depth of local colouring. He had a fine feeling 
of the proportions and conduct of light and shade, 
and also an eye for graceful form, as far as re- 
gards the bold and varying outlines of indefinite 
objects^ as may be seen in his foregrounds, hills, 
&c. 3 where the mind is left to muse according 
to an abstract principle, as it is filled or i^ffected 
agreeably by certain combinations, and is not 
tied down to an imitation of characteristic and 
articulate form's. In his figures, trees, cattle, 
and in every thing having a determinate and re- 
gular form, his pencil was not only deficient in 
accuracy of outline, but even in perspective and 
actual relief. His trees, in particular, seem 
pasted on the canvas, like botanical specimens. 
In fine, I cannot subscribe the opinion of those 
who assert that Wilson was superior to Claude 
as a man of genius 5 nor can I discern any other 
grounds for this opinion than what would lead to 
the general conclusion, that the more slovenly 
the work the finer the picture, and that that 
which is imperfect is superior to that which 
is perfect. It might be said, on the same 
principle, that the coarsest sign - painting is 
better than the reflection of a landscape in a 
mirror. The objection that is sometimes made 
to the mere imitation of nature cannot be made 
to the landscapes of Claude, for in them the graces 
themselves have, with their own hands, assisted 
in selecting and disposing every object. Is the 



\ 
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truth inconsistent with the beauty of the imita- 
tion ? Does the perpetual profusion of objects 
and scenery^ all perfect in themselves^ interfere 
with the simple grandeur and comprehensive 
magnificence of the whole ? Does the precision 
with which a plant is marked in the foreground 
take away from the air-drawn distinctions of the 
blue glimmering horison ? Is there any want of 
that endless airy space, where the eye wanders 
at liberty under the open sky, explores distant 
objects, and returns back as from a delightful 
journey ? There is in fact no comparison between 
Claude and Wilson. Sir Joshua Reynolds used 
to say that there would be another Raphael be- 
fore there would be another Claude. His land- 
scapes have all that is exquisite and refined in 
art and nature. Every thing is moulded into 
grace and harmony; and, at the touch of his 
pencil, shepherds with their flocks, temples, and 
groves, and winding glades and scattered ham* 
lets, rise up in never-ending succession, undet 
the azure sky and the resplendent sun, while 

" Universal Pan, 
Knit with the graces, and the hours, in dance. 
Leads on the eternal spring." 

Michael Angelo has left, in one of his sonnets, 
a fine apostrophe to the earliest poet of Italy : 

" Fain would I, to be what our Dante was, 
Forego the happiest fortunes of mankind.'* 



\ 
\ 



\ 
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What landscape-painter does not feel this of 
Claude ?• 

I have heard an anecdote, connected with the 
reputation of Gainsborough's pictures, which 
rests on pretty good authority. Sir Joshua 
Reynolds, at one of the Academy dmners, speak- 
ing of Gainsborough, said to a friend, *' He is 
undoubtedly the best English landscape-painter." 
" No," said Wilson, who overheard the con- 
versation, " he is not the best landscape-painter, 
but he is the best portrait-painter in England.** 
They were both wrong 5 but the story is credit- 
able to the versatility of Gainsborough's talents. 
Those of his portraits which we have seen are 
not in the first rank. They are, in a good mea- 
sure, imitations of Vandyke, and have more an 
air of gentility than of nature.t His landscapes 

* This painter's book of studies from nature, commonly 
called ' Liber Veritatis/ disproves the truth of the general 
opinion that his landscapes are mere artificial com- 
positions, for the finished pictures are nearly fac-similes 
of the original sketches. 

t G€ttn8hor<mgh*8 Portrait qf a Youih^ that used to be 
in Lord Grosyenor's collection, has been sometimes mis- 
taken for a Vandyke. There is a spirited glow of youth 
about the face, and the attitude is striking and elegant. 
The drapery of blue satin is admirably painted. His 
Portrait of Garrick is interesting as a piece of biography. 
He looks much more like a gentleman than in Reynolds's 
tragi-comic representation of him. There is a consider- 
able lightness and intelligence in the expression of the 
face, and a piercing vivacity about the eyes, to which the 
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^are of two classes, or periods, bis early and his 
later pictures. The former are minute imitations 
of nature, or of painters who imitated nature^ 
4iuch as Buysdael, &c., some of which have 
great truth and clearness. His later pictures are 
flimsy caricatures of Rubens, who himself car- 
ried inattention to the details to the utmost Ihnit 
that it would bear. Many of GainsboroUgh*s 
later landscapes may be compared to bad water- 
colour drawings, washed in by mechanical move- 
ments of the hand, without any communication 
with the eye. The truth seems to be that 
Gainsborough found there was something want- 
ing in his early manner, that is, something 
beyond the literal imitations of the details of 
natural objects 5 and he appears to have con- 
cluded, rather hastily, that the way to arrive at 
that something more was to discard truth and 
nature altogether.* JEIis fame rests principally, 

attention is immediately directed. Gainsborough's own 
portrait, whicli has, however, much truth and character, 
and makes a fine print, seems to have been painted with 
the handle of his brush. • There is a portrait of the Prinee 
Regent leading a Horse, in which, it must be confessed, 
the man has the advantage of the animal. — Morning 
CArontele, ISlb. 

* He, accordingly, ran from one extreme into the 
other. We cannot conceive anything carried to a greater 
excess of slender execution and paltry glazing, than a 
Fox hunted with Greyhounds, a Jlomantio Landscape, 
with Sheep at a Fountain, and many others. We were, 
however, much pleased with an upright landscape, with 
figures, which has a fine, fresh appearance of the open 

o 
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at present, on bis fancy pieces^ cottage children^ 
shepherd boys, &c. These have often great 
truth, great sweetness, and the subjects are 
generally chosen with great felicity. We too 
often find, however, in his happiest efforts, a 
consciousness in the turn of the limbs, and a 

sky, with a dash of the wildness of Salrator Rosa ; and 
alflo with A Bank qf a River, which is remarkable for the 
elegance of the forms, and the real delicacy of the exe- 
cution. A Groupe qf Cattie in a Warm Landscape^ is 
an erident imitation of Rubens, but no more like to 
Rubens than I to Hercules. Landscape with a Waters 
fail should be noticed for the sparkling clearness of the 
distance. SporUmen m a Landscape is copied from 
Teniers with much taste and feeling, though very inferior 
to the original picture, in Lord Radnor's collection. 

Of the fancy pictures, on which Gainsborough's fame 
chiefly rests, we are disposed to give the preference to his 
Cottage Children, There is, we apprehend, greater truth, 
variety, force, and character, in this groupe than in any 
other. The colouring of the light-haired child is par- 
ticularly true to nature, and forms a sort of natural and 
innocent contrast to the dark complexion of the elder 
sister, who is carrying it. The Girl going to the Well is, 
however, the general fayourite. The little dog is cer- 
tainly admirable ; his hair looks as if it had been just 
washed and combed. The attitude of the girl is also per- 
fectly easy and natural. But there is a consciousness in 
the turn of the head, and a sentimental pensiveness in 
the expression, which is not taken from nature, but 
intended as an improvement on it ! There is a regular 
insipidity, a systematic vacancy, a round, unvaried 
smoothness, to which real nature is a stranger, and which 
is only an idea existing in the painter's mind. — Morning 
Chromcky 1814. 
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pensive languor in the expression^ which is not 
taken from nature. I think the gloss of art is 
never so ill-bestowed as on such subjects, the 
essence of which is simplicity. It is, perhaps, 
the general fault of Gainsborough, that he pre* 
sents us with an ideal common life, of which we 
have had a surfeit in poetry and romance. His 
subjects are softened and sentimentalized too 
much ; it is not simple unaffected nature that 
we see, but nature sitting for her picture. Our 
artist, we saspect, led the way to that mas- 
querade style which piques itself on giving the 
air of an Adonis to the driver of a hay-cart, and 
models the features of a milk-maid on the prin-> 
ciples of the antique. His Woodman* s Head is 
admirable. Nor can too much praise be given 
to his Shepherd Boy in a Storm, in which the 
unconscious simplicity of the boy*s expression, 
looking up with his hands folded and with timid 
wonder^ — ^the noisy chattering of a magpie 
perched above, — and the rustling of the coming 
storm in the branches of the trees, — pnoduce a 
most delightful and romantic impression on 
the mind. Gainsborough was to be considered, 
perhaps, rather as a man of delicate taste, and 
of an elegant and feeling mind, than as a man 
of genius 5 as a lover of the art rather than an 
artist. He devoted himself to it, with a view to 
amuse and soothe his mind, with the ease of a 
gentleman, not with the severity of a professional 
student. He wished to make his pictures, like 

o2 
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himself, amiable ; but a too constant desire to 
please almost unavoidably leads to afifectation and 
effeminacy. He wanted that vigour of intellect 
which perceives the beauty of truth : and thought 
that painting was to be gained, like other mis- 
tresses, by flattery and smiles. It was an error 
which we are disposed to forgive in one around 
whose memory, both as an artist and a man, 
many fond recoUections, many vain regrets, muat 
always linger.* 

The authority of Sir Joshua Re3rnolds, both 
from his example and instructions, has had, and 
still continues to have, a considerable influence 
on the state of art in this country. That influ- 
ence has been, on the whole, unquestionably 
beneficial in itself, as well as highly creditable 
to the rare talents and elegant mind of Sir 
Joshua^ for it has raised the art of painting from 
the lowest state of degradation, — of dry^ meagre, 
lifeless inanity, — to something at least respecta- 
ble, and bearing an aflinity to the rough strength 
and bold spirit of the national character. Whether 
the same implicit deference to his authority, which 
has helped to advance the art thus far, may not, 
among other causes, limit and retard its future 
progress, — whether there are not certain original 
errors, both in his principles and practice, which 

* The idea of the necessity of improying upon nature, 
and giving what was called a flattering likeness, was uni- 
versal in this country fifty years ago, so that Gainsborough 
is not to be so much blamed for tampering with his subjects. 
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the farther they are proceeded in, the farther they 
will lead us from the truth, — ^whether there is 
not a systematic bias from the right line, by 
which alone we can arrive at the goal of the 
highest perfection, are questions well worth 
considering. 

I shall begin with Sir Joshua's merits as an 
artist. There is one error which I wish to cor- 
rect at setting out, because I think it important. 
There is not a greater or more unaccountable 
mistake than the supposition that Sir Joshua 
Reynolds owed his success or excellence in his 
profession to his having been the first who in- 
troduced into this country more general princi- 
ples of the art, and who raised portrait to the 
dignity of history, from the low drudgery of 
copying the peculiarities, meannesses, and details 
of individual nature, which was aU that had been 
attempted by his immediate predecessors. This 
is so far from being true that the very reverse is 
the fact. If Sir Joshua did not give these details 
and peculiarities so much as might be wished, 
tjiose who went before him did not give them at 
i|ll. Those pretended general principles of the 
art, which> it 19 said, " alone give value and dig- 
nity to it," had been pushed to their extremest 
absurdity before his time } and it was in getting 
rid of the mechanical systematic monotony and 
middle forms, by the help of which Lely, Kneller, 
Hudson, the French painters, and others, carried 
dn their manufactories of history and face- 
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painting, and in returning (as far as he did retam) 
to the truth and force of individual nature, that 
the secret both of his fame and fortune lay. The 
pedantic servile race of artists whom Reynolds 
superseded had carried the abstract principle of 
improving on nature to such a degree of refine- 
ment that they left it out altogether, and con- 
founded all the varieties and irregularities of 
form, feature, character, expression, or attitude, 
in the same artificial mould of fancied grace 
and fashionable insipidity. The portraits of 
Kneller, for example, seem all to have been 
turned in a machine ; the eye-brows are arched 
as if by a compass, the mouth curled, and the 
chin dimpled ; the head turned on one side, and 
the hands placed in the same affected position. 
The portraits of this mannerist, therefore, are as 
like one another as the dresses which were then 
in fashion, and have the same '^ dignity and 
value " as the full bottomed wigs which graced 
their originals. The superiority of Reynolds 
consisted in his being varied and natural^ instead 
of being artificial and uniform. The spirit, 
grace, or dignity which he added to his portraits, 
he borrowed from nature, and not from the 
ambiguous quackery of rules. His feeling of 
truth and nature was too strong to permit him 
to adopt the unmeaning style of Kneller and 
Hudson I but his logical acuteness was not such 
as to enable him to detect the verbal fallacies 
and speculative absurdities which he had learned 
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from Richardson and Coypel ; and^ from some 
defects in his own practice^ he was led to con- 
found negligence with grandeur. But of this 
hereafter. 

Sir Joshua Reynolds owed his great superiority 
over his contemporaries to incessant practice and 
habitual attention to nature^ to quick organic 
sensibility^ to considerable power of observation, 
and still greater taste in perceiving and availing 
himself of those excellences of others which lay 
within his own walk of art. I can by no means 
look upon Sir Joshua as having a claim to the 
first rank of genius. He would hardly have been 
a great painter if other great painters had not 
lived before himi He would not have given a 
first impulse to the art ; nor did he advance any 
part of it beyond the point where he found it. 
He did not present any new view of nature, nor 
is he to be placed in the same class with those 
who did. Even m colour, his pallet was spread 
for him by the old masters ; and his eye imbibed 
its full perception of depth and harmony of tone 
from the Dutch and Venetian schools rather than 
from nature. His early pictures are poor and 
flimsy. He indeed learned to see the finer 
qualities of nature through the works of art, 
which he, perhaps, might never have discovered 
in nature itself. He became rich by the accumu- 
lation of borrowed wealth, and his genius was the 
offspring of taste. He combined and applied the 
materials* of others to his own purpose with 
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admirable success *, he was an industrious com* 
piler or skilful translator, not an original inyentor^ 
in art. Tbe art would remain, in all its essential 
elements, just where it is if Sir Joshua had never 
lived. He has supplied the industry of future 
plagiarists with no new materials. But it has 
been well observed that the value of every work 
of art, as well as the genius of the artist, depends 
not more on the d^ree of excellence than on 
the degree of originality displayed in it. Sir 
Joshua, however, was perhaps the most original 
imitator that ever appeared in the world 5 and 
the reason of this, in a great measure, was that 
he was compelled to combine what he saw in art 
with what he saw in nature, which was constantly 
before him. The portrait-painter is, in this re- 
spect, much less liable than the historical painter 
to deviate into the extremes of manner and fl^ec* 
tation j for he cannot discard nature altogether 
under the excuse that she only puts him out. 
He must meet her face to face; and if he is 
not incorrigible, he will see something there that 
cannot fail to be of service to him. Anothef* 
circumstance which must have been favourable 
to Sir Joshua was that, though not the originator 
in point of time, he was the first Englishman 
who transplanted the highei* excellences of his 
profession into his own country, and had the 
merit, if not of an inventor, of a reformer of the 
art. His mode of painting had the graces of 
novelty in the age and country in which he 
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lived j and he had^ therefore, all the stimulus to 
exertion which arose from the enthusiastic ap- 
plause of his contemporaries, and from a desire 
to expand and refine the taste of the public. 

To an eye for colour, and for effects of light 
and shade. Sir Joshua united a strong perception 
pf individual character, a lively feeling of the 
quaint and grotesque in expression, and great 
mastery of execution. He had comparatively 
little knowledge of drawing, either as it regarded 
proportion or form. The beauty of some of his 
female faces and figures arises almost entirely 
from their softness and fleshiness. His pencil 
wanted firmness and precision. The expression, 
even of his best portraits, seldom implies either 
lofty or impassioned intellect or delicate sensi- 
bility. He also wanted grace, if grace require^ 
simplicity. The mere negation of stiffiaess and 
formality is not grace; for looseness and dis- 
tortion are not grace. His favourite attitudes 
are not easy and natural, but the affectation of 
ease and nature. They are violent deviations 
from a right line. Many of the figures in his 
lancy pieces are placed in postures in which they 
could not remain for an instant without extreme 
difficulty and awkwardness. I may instance the 
^rl Drawing with a Pencil, and some others. 
His portraits are his best pictures, and of these 
ids portraits of men' are the best 5 his pictures of 
^ildren are the next in value. He had faie 
subjects for the former, from the masculine sense 
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and originality of character of many of the per- 
sons whom he painted ; and he had also a great 
advantage^ as far as practice went^ in painting a 
number of persons of every rank and description. 
Some of the finest and most interesting are those 
of Dr. Johnson, Goldsmith (which is, however, 
too much a mere sketch), Baretti, Dr. Burney, 
John Hunter, and the inimitable portrait of 
Bishop Newton. The elegant simplicity of 
character, expression, and drawing, preserved 
throughout the last picture, even to the attitude 
and mode of handling, discover the true genius 
o{ a painter. I also remember to have seen a 
print of Thomas Warton^ than which nothing 
could be mere characteristic or more natural. 
These were all Reynolds' intimate acquaintance^ 
and it could not be said of them that they were 
men of *' no mark or likelihood." Their traits 
had probably sunk deep into the artist's mind ^ 
he painted them as pure studies from nature^ 
copying the real image existing before him, with 
all its known characteristic peculiarities $ and, 
with as much wisdom as good nature, sacrificing 
the graces on the altar of friendship. They are 
downright portraits and nothing more, and they 
are valuable in proportion. In his portraits of 
women, on the contrary, with very few excep* 
tions. Sir Joshua appears to have consulted either 
the vanity of his employers- or his own fanciful 
theory. They have not the look of individual 
nature, nor have they, to compensate the want 
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of this^ either peculiar elegance of form^ refine« 
ment of expression^ delicacy of complexion, or 
graceAilness of manner. Vandyke's attitudes 
have heen complained of as stifif and confined. 
Reynolds^ to avoid this defect, has fallen into the 
contrary extreme of negligence and contortion. 
His female figures which aim at gentility are 
twisted into that serpentine line, the idea of 
which he ridiculed so much in Hogarth. In- 
deed, Sir Joshua, in his 'Discourses' (see his 
account of Correggio), speaks of grace as if it 
were nearly allied to affectation. Grace signifies 
that which is pleasing and natural in the posture 
and motions of the human form, as beauty is 
more properly applied to the form itself. That 
which is stifif, inanimate^ and without motion, 
cannot therefore be graceful 3 but to suppose that 
a figure, to be graceful, need only be put into some 
languishing or extravagant posture, is to mistake 
flutter and affectation for ease and elegance. 

Sir Joshua's children, as I have said above^ are 
among his chefa-d^ceuvre. The faces of children 
have in general that want of precision of outline, 
that prominence of relief and strong contrast of 
colour, which were peculiarly adapted to his style 
of painting. The arch simplicity of expression, 
and the grotesque character which he has given 
to the heads of his children, were, however, bor* 
rowed from Correggio. His Puck is the most 
masterly of all these -, and the colouring, execu- 
tion,, and character, are alike exquisite*. The 
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single figure of the Infant Hercules is also ad- 
mirable. Many of those to which his friends 
hare suggested historical titles are mere common 
portraits or casual studies. Thus the Infant 
Samuel is an innocent little child saying its 
prayers at the bed's feet : it has nothing to do 
with the story of the Hebrew prophet. The 
same objection will apply to many of his fancy 
pieces and historical compositions. There is 
often no connexion between the picture and the 
subject but the name. Even his celebrated Iphi» 
gema, beautiful as she is, and prodigal of her 
charms, does not answer to the idea of the story. 
In drawing the naked figure. Sir Joshua's want 
of trutii and firmness of outline became more 
apparent ; and his mode of laying on his colours, 
which in the face and extremities was relieved 
and broken by the abrupt inequalities of surface 
and variety of tints in each part, produce a 
degree of heaviness and opacity in the larger 
masses of flesh colour, which can indeed only 
be avoided by extreme delicacy or extreme light* 
ness of execution. 

Shall 1 speak the truth at once ? In my opinion^ 
Sir Joshua did not possess either that high im-» 
agination, or those strong feelings, without which 
no painter can become a poet in his art. His 
larger historical compositions have been generally 
allowed to be most liable to objection in a criti- 
cal point of view. I shall not attempt to judge 
them by scientific or technical rules, but make 
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one or two observations on the character and 
feeling displayed in them. The highest subject 
which Sir Joshua has attempted was the Count 
UgoUna, and it was^ as might be expected from 
the circumstances^ a total failure. He had, it 
seems, painted a study of an old beggar-man's 
head ; and some person, who must have known 
as little of painting as of poetry, persuaded the 
unsuspecting artist that it was the exact expres- 
sion of Dante's Count UgoUno, one of the most 
grand, terri6c, and appalling characters in modern 
fiction. Reynolds, who knew nothing of the 
matter but what he was told, took his good for- 
tune for granted, and only extended his canvas 
to admit the rest of the figures. The attitude 
and expression of Count Ugolino himself are 
what the artist intended them to be, till they 
were pampered into something else by the offi- 
cious vanity of friends, — those of a common 
mendicant at the corner of a street, waiting pa- 
tiently for some charitable donation. The im- 
agination of the painter took refuge in a parish 
workhouse, instead of ascending the steps of the 
Tower of Famine. The hero of Dante is a lofty, 
high-minded, and unprincipled Italian nobleman, 
who had betrayed his country to the enemy, and 
who, as a punishment for his crime, is shut up 
with his four sons in the dungeon of the citadel, 
where he shortly finds the doors barred upon 
him, and food withheld. He in vain watches 
with eager feverish eye the opening of the door 
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at the accustomed bour^ and bis looks turn to 
stone ; his children one by one drop down dead 
at his feet -, be is seized with blindness, and, in 
the agony of bis despair, be gropes on bis knees 
after them, 

** Calling each by name 
For three days after they were dead." 

Even in the other world be is represented 
with the same fierce, dauntless, unrelenting 
character, ^* gnawing the skull of bis adversary, 
bis fell repast." The subject of the Laocwm is 
scarcely equal to that described by Dante. The 
horror there is physical and momentary ; in the 
other, the imagination fills up the long, obscure, 
dreary void of despair, and joins its unutterable 
pangs to the loud cries of nature. What is 
there in the pictu/e to convey the ghastly 
horrors of the scene, or the mighty energy of 
soul with which they are borne ? His picture 
of Macbeth is fiiU of wild and grotesque images ; 
and the apparatus of the witches contains a very 
elaborate and well arranged inventory of dread- 
ful objects. His Cardinal Beaufort is a fine 
display of rich, mellow colouring $ and there is 
something gentlemanly and Shakespearian in 
the King and the Attendant Nobleman. At the 
same time, I think the expression of the Car- 
dinal himself is too much one of physical horror, 
a canine gnashing of the teeth, like a man 
strangled. This is not the best style of history. 
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Mrs. Siddons as the Tragic Muse is neither the 
Tragic Muse nor Mrs. Siddons ; and I have still 
stronger objections to Garrvck between Tragedy 
and Comedy. 

There is a striking similarity between Sir 
Joshua Reynolds* theory and his practice $ and^ 
as each of these has been appealed to in support 
of the other^ it is necessary that I should ex- 
amine both. Sir Joshua's practice was generally 
confined to the illustration of that part of his 
theory which relates to the more immediate 
imitation of nature 3 and it is to what he says 
on this subject that I shall chiefly direct my 
observations at present. 

He lays it down, as a general and invariable 
rule, that '' the great style in art, and the most 

PERFECT IMITATION OF NATURE, COUSistS in aVOid" 

ing the detculs and peculiarities of particular 
objects" This sweeping principle he applies 
almost indiscriminately to portrait, history, and 
landscape ; and he appears to have been led to 
the conclusion itself from supposing the imita- 
tion of particulars to be inconsistent with general 
«rule and effect. It appears to me that the 
highest perfection of the art depends, not on 
separating, but on uniting general truth and 
effect with individual distinctness and accuracy. 
First, — It is said that the great style in paint- 
ing, as it relates to the immediate imitation of 
external nature, consists in avoiding the details 
of particular objects. It consists neither in 
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giving nor avoiding them^ but in something 
quite different from both. Any one may avoid 
the details. So far there is no difference between 
the Cartoons and a common sign - painting. 
Greatness consists in giving the lai^r masses 
and proportions with truth ; — this does not pre- 
vent giving the smaller ones too. The utmost 
grandeur of outline^ and the broadest masses of 
light and shade^ are perfectly compatible with 
the utmost minuteness atid delicacy of detail, as 
may be seen in nature. It is not, indeed, com* 
mon to see both qualities combined in the imita* 
tions of nature, any more than the combinations 
of other excellences; nor am I here saying to 
which the principal attention of the artist should 
be directed ; but I deny that, considered in them- 
selves, the absence of the one quality is necessary 
or sufficient to the production of the other. 

If, for example, the form of the eye-brow is 
correctly given, it will be perfectly indifferent to 
the truth or grandeur of the design whether it 
consists of one broad mark, or is composed of 
a number of hair-lines arranged in the same 
order. So, if the lights and shades are disposed i 
in fine and large masses, the breadth of the pic- 
ture, as it is called, cannot possibly be affected 
by the filling up of these masses with the details 5 
that is, with the subordinate distinctions which 
appear in nature. The anatomical details in 
Michael Angelo, the ever- varying outline of Ra- 
phael, the perfect execution of the Greek statues 
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do not destroy their symmetry nor dignity of 
form 5 and in the finest specimens of the com- 
position of colour we may observe the largest 
masses combined with the greatest variety in the 
parts of which these masses are composed. 

The gross style consists in giving no detail^ 
the /nka/ in giving nothing else. Nature con- 
tains both large and small parts, both masses 
and details ; and the same may be said of the 
most perfect works of art. The union of both 
kinds of excellence, of strength with delicacy, as 
far as the limits . of human capacity and the 
shortness of human life would permit, is that 
which has established the reputation of the most 
successful imitators of nature. Farther, their 
most finished works are their best. The pre- 
dominance, indeed, of either excellence in the 
best masters has varied according to their opinion 
of the relative value of these qualities, — the la- 
bour they had the time or the patience to bestow 
on their works, — ^the skill of the artist, — or the 
nature and extent of his subject. But if the 
rule here objected to, that the careful imitation 
of the parts injures the effect of the whole, be 
once admitted, slovenliness would become an- 
other name for genius, and the most unfinished 
performances be the best. That such has been 
the confused impression left on the mind by the 
perusal of Sir Joshua Reynolds' ' Discourses,' is 
evident fix)m the practice as well as conversation 
9f many (even eminent) artists. The late Mr. Opie 

p 
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proceeded entirely on this principle. He lef 
many admirable studies of portraits, particularly 
in what relates to the disposition and effect 
of light and shade; but he never finished 
any of the parts, thinking them beneath the 
attention of a great artist. He went over the 
whole head the second day as he had done the 
first, and therefore made no progress. The pic- 
tures, at last, having neither; the lightness of a 
sketch, nor the accuracy of a finished work, 
looked coarse, laboured, and heavy. Titian is 
the most perfect example of high finishing. 
In him the details are engrafted on the most 
profound knowledge of effect, and attention to 
the character of what he represented. His pic* 
tur^s have the exact look of nature, the very tone 
and texture of flesh. The variety of his tints is 
blended into the greatest simplicity. There is 
a proper degree both of solidity and transparency. 
All the parts hang together j every stroke tells, 
and adds to the effect of the rest. Sir Joshua 
seems to deny that Titian finished much, and .^ays 
that he produced by two or three strokes 6f his 
pencil effects which the most laborious copyist 
would in vain attempt to equal. It is. true, he 
availed himself in some degree of what is called 
execution, to facilitate his imitation of the details 
and peculiarities of nature ; but it was to facili- 
tate, not supersede. There can be nothing more 
distinct than execution and daubing. Titiian> 
however, made a very moderate, though a very 
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admirable, use of this power; and those who 
copy his pictures will find that the simplicity is 
in the results, not in the details. To conclude 
my observations on this head, I will only add 
that> while the artist thinks there is any thing to 
be done, either to the whole or the parts of his 
pictui^, which can give it still more the look of 
nature, if he is willing to proceed, I would not 
advise bim to desist. This rule is the more 
necessary to the young student, for he wUl relax 
in his attention as he grows older. ; And again, 
with respect to the subordina.te parts, of a picture, 
there is no danger that he will bestow; a dispro- 
portionate degree of labour upon |iiem, because 
he will not feel the. same interest in. copying 
them, and because a much less. degree of accusacy 
will serv:e every purpose of deception.. . 

Secondly,-*^With regard to the imitation of 
expression; I can hardly agree, with Sir Joshua^ 
that. " the perfection of portrait-painting consists 
in giving the. general idea or character without 
the individual peculiaritiels.". No doubt, if we 
had to choose between the gieneral character and 
tiie peculiarities of feature, we ought to prefer 
the former. . But they are so far from being in- 
compatible with, that they are not without some 
difficulty distinguishable from, each other. There 
is a general look of the face, a predominant ex- 
pression arising from the correspondence and 
connexion of the different .parts, which it is of 
the first and last importance to give, and without 

F « 



21S ON THB FINB ARTS. 

which no elaboration of detached parts> or mark* 
ing of the peculiarities of single features^ is worth 
any thing 3 but which at the same time is not 
destroyed, but assisted, by the careful finishing, 
and still more by giving the exact outline, of 
each part. 

It is on this point that the modern French and 
English schools differ, and, in my opinion, are 
both wrong. The English seem generally to 
suppose, that if they only leave out the subordi- 
nate parts, they are sure of the general result, 
llie French, on the contrary, as erroneously 
imagine that, by attending successively to each 
separate part, they must infallibly arrive at a 
correct whole : not considering that, besides the 
parts, there is their relation to each other, and 
the general impression stamped upon them by 
the character of the individual, which, to be 
seen, must be felt ; for it is demonstrable, that 
all character and expression, to be adequately 
represented, must be perceived by the mind, and 
not by the eye only. The French painters give 
only lines and precise differences, the English, 
only general masses and strong effects. Hence 
the two nations reproach one another with the 
difference of their styles of art, — ^the one as dry, 
hard, and minute, — ^the other as gross, gothic, 
and unfinished -, and they will probably remain 
for ever satisfied with each other's defects, as 
they afford a very tolerable fund of consolation 
on either side. 
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Much has been said of historical portraiiSy 
and I have no objection to this phrase^ if 
properly understood. The giving of historical 
truth to a portrait means^ then, the represent- 
ing of the individual under one consistent^ 
probable, and striking view; or shewing the 
dififerent features, muscles, &c., in one action^ 
and modified by one principle. A portrait thus 
painted may be said to be historiccU ; that is, 
it carries internal evidence of truth and pro- 
priety with It J and the number of individual 
peculiarities, as long as they are true to nature, 
cannot lessen, but must add to, the strength 
of the general impression. 

It might be shewn, if there were room in 
this place, that Sir Joshua has constructed his 
theory of the ideal in art upon the same mis- 
taken principle of the negation or abstraction 
of a particular nature. The ideal is not a 
negative, but a positive thing. The leaving 
out the details or peculiarities of an individual 
face does not make it one jot more ideal. To 
paint history is to paint nature as answering 
to a general, predominant, or pre-conceived idea 
in the mind, of strength, beauty, action, passion, 
thought, &c. ; but the way to do this is not 
to leave out the details, but to incorporate the 
general idea with the details : that is, to show 
the same expression actuating and modifying 
every movement of the muscles, and the same 
character preserved consistently through every 
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part of the body. Grandeur does not consist in 
omitting the parts^ but in connecting all the 
parts into a whole^ and in giving their combined 
and varied action ; abstract truth, or ideal per- 
fection does not consist in rejecting the pecu- 
liarities of form, but in rejecting all those which 
are not consistent with the character intended 
to be given, and in following up the same general 
idea of softness, voluptuousness, strength, activity,^ 
or any combination of these, through every rami- 
fication of the frame. 

But these modifications of form or expres- 
sion can only be learnt from nature, and there- 
fore the perfection of art must always be 
sought in nature. The ideal properly applies as 
much to the idea of ugliness, weakness, fdlly, 
meanness, vice, as of beauty, strength, wisdom, 
magnanimity, or virtue. The antique heads of 
fauns and satyrs, of Pan or Silenus, are quite 
as ideal as those of Apollo or Bacchus^ and 
Hogarth adhered to an idea of humour in 
his faces, as Raphael did to an idea of senti- 
ment. But Raphael found the character of sen- 
timent in nature as much as Hogarth did that 
of humour, otherwise neither of them would 
have given one or the other with such perfect 
truth, purity, force, and keeping. Sir Joshua 
Reynolds' ideal, as consisting in a mere nega- 
tion of individuality, bears just the same relation 
to real beauty or grandeur as caricature does 
to true comic character. 
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It is owing either* f* a mistaken theory of 
elevated art, or to the want of models in na- 
ture, that the English are hitherto without any 
painter of serious historical subjeets, who can r 
be placed in the first rank of genius; Many, 
of the pictures of modem artists have evidenced 
a capacity for correct and happy delineations 
of actual objects and domestic incidents only 
inferior to the masterpieces of the Dutch school. 
I might here mention the names of Wilkie, 
Collins, Heaphy, and others. We have portrait-, 
painters who have attained to a, v^y high 
degree of excellence in all the branches of their 
art. Inr landscape. Turner has shown a know- 
ledge of the effects of air, and of powerful r^ef 
in objects which was' never surpassed. Cut in; 
the highest walk of art—in giving the move- 
ments of the liner and loftier passions of the 
mind, this country has not -produced a single 
painter who has made even a faint approach 
to the excellence of the great Italian painters. 
We have, indeed, a good number of specimens 
of the clay figure, the anatomical mechanism^ the 
regular proportions measured by a two-foot 
rule ; — large canvasses, covered yvith stiff figures^ 
arranged in deliberate order, with the characters 
and story correctly expressed by uplifted eyes 
or hands, according to old receipt-books for 
the passions 3 with all the hardness and inflexi- 
bility of figures carved in wood, and painted 
over in good strong body colours, that look 
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" as if some of nature's journeymen bad made 
them, and not made them well." But we still 
want a Prometheus to give life to the cumbrous 
mass, — to throw an iatellectual light over the 
opaque image, — to embody the inmost refine- 
ments of thought to the outward eye, — ^to lay 
bare the very soul of passion. That picture is 
of little comparative value which can be com- 
pletely translated into another language, — of 
which the description in a common catalogue 
conveys all that is expressed by the picture itself 5 
for it is the excellence of every art to give what 
can be given by no other in the same degree. 
/ Much less is that picture to be esteemed which 
only injures and defaces the idea already existing 
in the mind*s eye -, which does not come up to 
the conception which the imagination forms of 
the subject, and substitutes a dull reality for 
high sentiment ; for the art is in this case an 
encumbrance, not an assistance, and interferes 
with, instead of adding to, the stock of our 
pleasurable sensations. But I should be at a 
loss to point out, I will not say any English 
picture, but certainly any English piunter, who, 
in heroical and classical composition, has risen 
to the height of his subject, and answered the 
expectations of the well>informed spectator, or 
excited the same impression by visible means as 
had been excited by words or by reflection.* 

* If I were to make any qualification of this censure, 
it would be in favour of some of Northcote's compositions 
from eaily English history. 
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That this inferiority in English art is not owing 
to a deficiency of English genius, imagina- 
tion, or passion, is proved sufficiently by the 
works of our poets and dramatic writers, which 
in loftiness and force are not surpassed by those 
of any other nation. But whatever may be the 
depth of internal thought and feeling in the 
English character, it seems to be more internal ; 
and, whether this is owing to habit or physical 
constitution, to have comparatively a less im- 
mediate and powerful communication with the 
organic expression of passion, — ^which exhibits 
the thoughts and feelings in the countenance, 
and furnishes matter for the historic muse of 
painting. The English artist is instantly sen- 
sible that the flutter, grimace, and extravagance 
of the French physiognomy are incompatible with 
high history ; and we are at no loss to explain, 
in this way, that is from the defect of living 
models, tliat the productions of the French 
school on the one hand are marked with all the 
affectation of national caricature, or on the other 
sink into tame and lifeless imitations of the 
antique. May we not account satisfactorily for 
the general defects of our own historic produc- 
tions in a similar way — ^from a certain inertness 
and constitutional phlegm, which does not habi- 
tually impress the workings of the mind in 
correspondent traces on the countenance, and 
which may also render us less sensible of these 
outward and visible signs of passion, even when 
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they are so impressed ttiere > The irregularity 
of. proportion aod wiant !of: symmetry in .the 
stractbre of . the* ikational features, though it 
certainly, enhances .the . difficulty of infusing 
natural - giiace and grandeur into: the worics of 
art; riitheri aceountsr for .. our Aot : having been 
able 2 to, attain the : ei^quiMte . refinements of 
Grecian ^ sculpture, than' for . our not having 
rivalled -the Italian painters in, expression^: . 

Mr. West formed no exception, to,, but a 
confirmation of, these • general; observations. 
His pictures, have all that ■ can be. required in 
what relates to the: composition of the .subject ^ 
to the : regular ■' arrangement of the groups; 
the anatomical proportions pf I3ie human body ; 
and the technical ■ knowledge of expression, — 
as far as expression ; is reducib];e to abstract 
rules, and is merely^ a vehicle for the telling 
of a story 5 so that anger, : wonder; sorrow, 
pity, &c. have each their i|,ppr6priate and well- 
known designations. These,' however, are but 
the instrumental parts of the art, tiie means, not 
the end ^ but beyond these Mr. West's pictures 
do not go. They never ^' snatch a grace. beyond 
the reach of art." They exhibit the mask, not 
the sout, of expresmon. I doubt whether, in 
the entire range of Mr. West's productions, 
meritorious and admirable as the design and 
composition often are, there is to be found 
one truly fine head. They display a total want 
of gusto. In Raphael, the same divine spirit 
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breathes through every part 5 it either agitates 
the inmost frame, or plays in geiil^e ikndula^ 
tions on the trembling surface. Whether we 
see his figures bending with all the blandish- 
ments of maternal love, or standing in the 
motionless silence of thought, or hurried into 
the tumult of action, the whole is under the 
impulse of deep passion. But Mr. West Sa^*^ 
hardly any thing in the human face but bones 
and cartilages j or if he availed himself of the 
more flexible machinery of nerves and muscles 
it was only by rule and method. The effect is 
not that which the soul of passion impresses 
on the countenance, and which the soul of 
genius alone can seize 5 but such as might in 
a good measure, be given to wooden puppets 
or pasteboard figures, pulled by wires, and 
taught to open the mouth, or knit the fore- 
head, or raise the eyes in a very scientific 
manner. In fact, there is no want of art or 
limning in his pictures, but of nature and 
feeling. 

It is not long since an opinion was very 
general that all that was wanting to the high- 
est splendour and perfection of the arts in this 
country might be supplied by academies and 
public institutions. There are three ways in 
which academies and public institutions may be 
supposed to promote the fine arts ; either by fur- 
nishing the best models to the student, or by 
holding out immediate emolument and patronage. 
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or by improving the public taste. I shall bestoW 
a short consideration on the influence of each. 

Firsts a constant reference to the best models 
of art necessarily tends to enervate the mind> to 
intercept our view of nature, and to distract the 
attention by a variety of unattainable excellence* 
An intimate acquaintance with the works of the 
celebrated masters may indeed add to the indo- 
lent refinements of taste, but will never produce 
one work of original genius, one great artist. 
In proof of the general truth of this observation, 
I might cite the history of the progress and decay 
of art in all countries where it has flourished. 

The directors of the British Institution con* 
elude the preface to their catalogue of the works 
of Hogarth, Wilson, &c., in the following words : 
'^ The present exhibition, while it gratifies the 
taste and feeling of the lover of art, may tend to 
excite animating reflections in the mind of the 
artist : if at a time when the aH received little 
comparative support such works were produced, a 
reasonable hope may he entertained that we shall 
see productions of still higher attainment, under 
more encouraging circumstances,** 

It should seem that a contrary conclusion 
might more naturally have suggested itself from 
a contemplation of the collection with which 
the directors of the institution have so highly 
gratified the public taste and feeling. When 
tiie real lover of art looks round and sees the 
works of Hogarth and Wilson — ^works which were 
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produced in obscurity and poverty, — ^and recol- 
lects the pomp and pride of patronage under 
which these works are at present recommended 
to public notice, the obvious inference which 
strikes him is how little the production of such 
works depends on " the most encouraging cir- 
cumstances." The visits of the Gods of old 
did not always add to the felicity of those whose 
guests they were 5 nor do we know that the coun- 
tenance and favours of the great will lift the 
arts to that height of excellence, or will confer 
all those advantages which are expected from 
the proferred boon. The arts are of humble 
growth and station 5 they are the product of 
labour and self-denial; they have their seat in 
the heart of man and in his imagination 3 it is 
there they labour, have their triumphs there, 
and, unseen and unthought of, perform their 
ceaseless task. — Indeed patronage, and works of 
art deserving patronage, rarely exist together -, 
for it is only when the arts have attracted 
public esteem, and reflect credit on the patron, 
that they receive this flattering support, and 
then it generally proves fatal to them. We 
do not see how the man of genius should be 
improved by being transplanted from his closet 
to the ante-chambers of the great, or to a 
fashionable rout. He has no business there — 
but to bow, to flatter, to smile, to submit to 
the caprice of taste, to adjust his dress, to think 
of nothing but his own person and his own 



^^S .ON THE FINE ARTS. 

interest^ to talk of the antique, and furnish 
designs for the lids of snuff boxes^ and ladies 
fans. ... 

Tlve . passage above alluded to evidently pro- 
ceeds ofi ihp pomn^oa mistaken notion that the 
progress, of thQ pirts depends entirely onlhe cul- 
tiyation .apd lei^couragen^ent bestowed on them : 
as if -taste apd > genius, were perfectly mechanical, 
arbUraryi tfeiogSj-rrais ,if they could be bo^ight and 
soldi $nd regularly ^oiitracted foir. at a given 
price^ : It / confound^ the , 0pe ^tts with the me- 
chftuic^ arte^yr^arts w)ih:scie9o% It^uppoaea that 
fec^ngi, imaginatiota, uxvi^ntiQo, are tb(s creatures 
of po^jitivf institutions ;i t^i^t.tbe,temple9 of the 
Muses miay! ba raided jaad^ ^Uppbrt^* h!y vjoluntary 
contributions j' that Wetcan-eoshrinit .the.' sOul of 
art in «:8<tatelyt pile of jroysed, patt:o(nage,iaspire 
corporate hofiiesiwith .tast^,! and carve. out tb^ 
direction tQ;£aiii^ in letters of j^tone on the front 
q{ public buildings. That the* arts in any counr 
try may;bQ;at |o. low an ebb as to be capable of 
great improvemeiit by positive means, so as. to 
reac^ .tii;e common le(vel to which such means 
can cany them, there is no doubt or .question; 
but.stfter th^y.baye in any particular: in^taii^^, by 
native genius and industry, reached their bighr 
est emineoqe> to isay that they will, by mere arti- 
ficial props . . a.nd< offiicious eQcouragemCQti arrive 
at a ppiijt of i'^ still higher attainment/* ig assum- 
ing a great deal too much. Are we; to understand 
that the; l^ud^ble effort^ pf the British Institution 
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are likely^ by mere operation of natural c^ses, 
to produce a greater comic painter^ a more pro- 
found describer of manners^ than JEI.ogai^h> or 
even that the lights and expectations held out in 
the preface to the British Catalogue^- ivill lendble 
some one speedily to Surpass the general excel- 
lence of Wilson'^ landscapes? Is..tii^re any the- 
ory in the. history of 'ait. to warrant sUch a c.on- 
clusion,^^to suppose .this th'eoly of progressive 
perfectibility under the- at^spijc'es 6f pAtrons and 
vice-patrons, prdsidentis hod' select comi^ittees ? 
On the coBttary, as far as the general theory is 
concerned; the traces bfybuth, manhood, and old 
age, are almost .'as idistihctily mlirked in ' the his- 
tory of the art as of the individual. The arts 
have in general risen fapidtyfrbm their first ob- 
scure dawil to' their meridian height and greatest 
lustre, and have no sooner reached this proud 
eminence than they have as rapidly hastened, to 
decay and desblatioh. It is a little extraordinary 
that, if the real sources of perfection are to 
be sought in schools, in models, and public 
institutions, that wherever there are schools, 
models, and public institutions, there the art 
should regularly' disappear j that the effect should 
never follow from the cause. The Greek statues 
remain to this day - unrivalled, the undisputed 
standard of the most perfect symmetry of form. 
What then'has the genius of progressive improve- 
ment been doing all this time? Has he been 
reposing after his labours ? How is it that the 
modems are still so far behind, notwithstanding 
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all that was done ready to their hands by the 
ancients^ when they possess a double advantage 
over them> and have not nature only to form 
themselves upon^ but nature and the antique ? 

In Italy the art of painting has had the same 
fate. After its long and painful struggles in 
the time of the earliest artists^ Cimabue, Ghir- 
landaio^ Massaecio, &c., it bursts out into a light 
too dazzling to behold, in the works of Titian, 
Michael Angelo, Raphael, and Correggio ; which 
was reflected with diminished lustre in the pro- 
ductions of their immediate disciples ; lingered 
for a while with the school of Domenichino and 
the Caraccis, and expired with Guido Reni 3 for 
with him disappears 

" the last of those bright days 
That on the unsteady breeze of honour sailed 
In long procession, calm and beautiful." 

Champion, 1815. 
From that period, painting sunk to so low a 
state in Italy as to excite only pity or contempt. 
There is not a single name to redeem its faded 
glory from utter oblivion. Yet this ha3 not been 
owing to any want of Dilettanti and Delia Cms- 
can Societies, of Academies of Florence, of Bo- 
logna, of Parma, and Pisa, of honorary members, 
and foreign correspondents, — -of pupils and 
teachers, professors and patrons, and the whole 
busy tribe of critics and connoisseurs. Art will 
not be constrained by mastery, but at sight of 
the formidable array prepared to receive it 
Spreads it light wings, and in a moment flies. 
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The genius of painting lies buried under the 
Vatican^ or skulks behind some old portrait of 
Titian, from which it stole out to paint a 
miniature of Lady Montague. 

What is become of the successors of Rubens, 
Rembrandt, and Vandyke! What have the 
French academicians done for the art ; or what 
will they ever do, but add intolerable affectation 
and grimace to centos of heads from the antique, 
and caricature Greek forms by putting them 
into opera attitudes? Nicholas Poussin is the 
only example on record in favour of the contrary 
theory^ and I have already sufficiently noticed his 
defects. Whatextraordintoy advances have we 
made in our own country in consequence of the 
establishment of the Royal Academy? What 
greater names has: the £ngUsh school to boast 
than those of Hogarth^ Reynolds, and Wilson, 
who created it ? * 

Again, I might cite, in support of my asser- 
tion, the works of Carlo Maratti, of Raphael 
Mengs, or of any of the effeminate school of 
critics and copyists who have attempted to blend 
the borrowed beauties of others in a perfect 
whole. What do they contain but a negation 

* Were Claude Lorraine, or Nicholas Poussin, formed 
by the rules of Dr. Piles or Du Fresnoy ? There are no 
general tickets of admission to the Temple of Fame, trans- 
ferable to large societies or organized bodies : — the paths 
leading to it are steep and narrow, for, by the time they 
are worn plain and easy, the niches are full. 

Q 
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of every excellence which they pretend to com- 
bine ? Inoflfensive insipidity is the utmost that 
can ever be expected^ because it is the utmost 
that ever was attained^ from the desire to pro- 
duce a balance of good qualities^ and to animate 
lifeless compositions by the transfusion of a 
spirit of originality. The assiduous^ but thought* 
less^ imitator^ in his attempts to grasp ail, loses 
his hold of that which was placed within his 
reach; and, from aspiring at universal excel- 
lence, sinks into uniform mediocrity. There is 
a certain pedantry, a given division of labour, an 
almost exclusive attention to some one object, 
which is necessary in Art, as in all the works 
of man. Without this, the unavoidable conse^ 
quence is a gradual dissipation and prostitution 
of intellect, which leaves the mind without 
energy to devote to any pursuit the pains neces- 
sary to excel in it, and suspends every purpose 
in irritable imbecility. But the modern painter 
is bound not only to run the chrcle of his own 
art, but of all others. He must be " statesman, 
chemist, fiddler, and buffoon.*' He must have 
too many accomplishments to excel in his 
profession. When every one is bound to. know 
every thing, there is no time to do any thing. 
Besides, the student who has models of every 
kind of excellence constantly before him is not 
only diverted from that particular walk of art in 
which, by patient exertion, he might have ob- 
tained ultimate success, but from having his im- 
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agination habitually raised to an over-strained 
standard of refinement^ by the sight of the most 
exquisite examples in art^ he become^ impatient 
and dissatisfied with his own attempts, deter- 
mines to reach the same perfection all at once^ 
or throws down his pencil in despair. Thus the 
young enthusiast^ whose genius and energy were 
to rival the great masters of antiquity, or create 
a new era in the art itself, baffied in his first 
sanguine expectations, reposes in indolence on 
what others have done, — wonders how such per- 
fection could have been achieved,-*-grows fa- 
miliar with the minutest peculiarities of the dif- 
ferent schools, — flutters between the splendour 
of Rubens and the grace of Raphael,*-*-J&nds it 
easier to copy pictures than to paint them, easier 
to see than to copy them, and ends in nothing. 
Such was not Correggio. He saw and felt for 
himself ; he was of no school, but had his own 
world of art to create. That image of truth and 
beauty which existed in his mind he was forced 
to construct for himself, without rules- or models. 
As it could only have arisen in his mind from 
the contemplation of nature, so he couJd only 
hope to embody it to others by the imitation of 
nature. I can conceive the work growing under 
his hand by slow and patient touches, approach- 
ing nearer to perfection, softened into finer grace, 
gaining strength from delicacy, and at last re- 
flating the pure image of nature on the canvas, 
l^ch is always the true- progress of art ; such 

Q 2 
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are the necessary means by which the greatest 
works of every kind have been produced. They 
have been the effect of power gathering strength 
from exercise, and warmth from its own im- 
pulse — stimulated to fresh efforts by conscious 
success, and by the surprise and strangeness of 
a new world of beauty opening to the delighted 
imagination. The triumphs of art were victo* 
rious over the difficulties of art) the prodigies 
of genius, the result of that strength which had 
grappled with nature. Titian copied even a 
plant or a piece of common drapery from the 
objects themselves 3 and Raphael is known to 
have made elaborate studies of the principal 
heads in his pictures. All the great painters of 
this period were thoroughly grounded in the 
first principles of their art ; had learned to copy 
a head, a hand, or an eye, and had acquired pa- 
tience to finish a single figure before they un- 
dertook to paint extensive compositions. They 
knew that though Fame is represented with her 
head above the clouds, her feet rest upon the 
earth. Genius can only have its full scope where, 
though much may have been done, more remains 
to do 5 where models exist chiefly to show the 
deficiencies of art, and where the perfect idea is 
left to be filled up in the painter's imagination. 
Where the stimulus of novelty and necessary 
exertion is wanting, generations repose on what 
has been done for them by their predecessors, 
as individuals, after a certain period, rest satis- 
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fied ynih. the knowledge they have already 
acquired. 

With regard to the supposed pecuniary 
advantages arising from the public patronage 
of the arts, the plan unfortunately defeats itself; 
for it multiplies its objects faster than it can 
satisfy their claims, and raises up a swarm of 
competitors for the prize of genius from the 
dregs of idleness and dullness. The real patron 
is anxious to reward merit, not to encourage 
gratuitous pretenders to it ; to see that the 
man of genius tcUces no detriment, that another 
Wilson is not left to perish for want 3 not to 
propagate the breed, for that he knows to be 
impossible. But there are some persons who 
think it as essential to the interests of art to 
keep up '^an aerie of children,*' — ^the young 
fry of embryo candidates for fame, — as others 
think it essential to the welfare of the kingdom 
to preserve the spawn of the herring fisheries. 
In general, public, that is, indiscriminate patron- 
age, is, and can be nothing better than a species 
of intellectual seduction, by administering pro- 
vocatives to vanity and avarice — it is leading 
astray the youth of this nation by fallacious 
hopes, which can scarcely ever be realized 3 it 
is beating up for raw dependents, sending out 
into the highways for the halt, the lame, and 
the blind, and making a scramble among a set 
of idle boys for prizes of the first, second, and' 
third class, like those we make among children, 



830 ON TAB FINE ARTS. 

for gingerbread toys. True patronage does not 
consist in ostentatious professions of high keep* 
ingy and promiscuous intercourse with the arts. 
At the same time the good that might be done 
by private taste and benevolence is in a great 
measure defeated. The moment that a few 
individuals of discernment and liberal spirit 
become members of a public body^ they are no 
longer anything more than parts of a machine^ 
which is usually wielded at will by some ofii* 
clous, overweening pretender ; their good sense 
and good nature are lost in a mass of ignorance 
and presumption) their names only serve to 
reflect credit on proceedings in which they have 
no share, and which are determined upon by a 
majority of persons who have no interest in 
the arts, but what arises to them from the im- 
portance attached to them by regular organiza* 
tion, and no opinions but what are dictated to 
them by some self-constituted judge* When- 
ever vanity and self-importance are (as in gene- 
ral they must be) the governing principles of 
systems of public patronage, there is an end 
at once of all candour and directness of conduct. 
Their decisions are before the public : and the 
individuals who take the lead in these decisions 
are responsible for them. They have therefore 
to manage the public opinion, in order to secure 
that of their own body. Hence, as far as I have 
had an opportunity of observing the conduct 
of such bodies of men, instead of taking the 
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lead of public opinion^ of giving a firm^ manly, 
and independent tone to that opinion, they make 
it their business to watch all its caprices, and 
follow it in every casual turning. They dare 
not give their sanction to sterling merit, strug- 
ling with difRculties, but take advantage of 
its success to reflect credit on their own repu- 
tation for sagacity. Their taste is a servile 
dependent on their vanity, and their patronage 
has an air of pauperism about it. They neglect 
or treat with insult the favourite whom they 
suspect of having fallen off in the opinion of 
the public 5 but, if he is able to recover his 
ground without their assistance, are ready to 
heap their mercenary bounties upon those of 
greeting with friendly congratulations and 
share his triumph with him. 

Perhaps the only public patronage which 
was ever really useful to the arts, or worthy 
of them, was that which they received first in 
Greece, and afterwards in Italy, from the reli- 
gious institutions of the country; when the 
artist felt himself, as it were, a servant at the 
altar ; when his hand gave a visible form to 
gods or heroes, angels or apostles ; and when the 
enthusiasm of genius was exalted by mingling 
with the flame of national devotion. The 
artist was not here degraded by being made 
the dependent on the caprice of wealth or 
fashion, but felt himself at once a public bene- 
factor* He had to embody^ by the highest 
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efforts of his art^ subjects which were sacred 
to the imaginations and feelings of the specta- 
tors ', there was a common link^ a mutual sym- 
pathy^ between them in their common faith.* 
Every other mode of patronage but that which 
arises either from the general institutions and 
manners of a people, or from the real, unaffected 
taste of individuals, must, I conceive, be ille- 
gitimate, corrupted in its source, and either 
ineffectual or injurious to its professed object. 
Positive encouragements and rewards will not 
make an honest man, or a great artist. The 
assumed familiarity, and condescending good- 
ness of patrons and vice -patrons will serve 
to intoxicate rather than to sober the mind, 
and a card to dinner in Cleveland-row or Port- 
land-place will have a tendency to divert the 

* Of the effect of the autkori^f of the subject of a coin- 
position, in suspending the exercise of personal taste and 
feeling in the spectators, we have a striking instance in 
our own country, where this cause must, from collateral 
circumstances, operate less forcibly. Mr. West's pictures 
would not be tolerated, but from the respect inspired by 
the subjects of which he treats. When a young lady and 
her mother, the wife and daughter of a clergyman, are 
told that a gawky ill-favoured youth is the beloved dis- 
ciple of Christ, and that a tall, starched figure of a woman 
visible near him is the Virgin Mary, whatever they 
might have thought before, they can no more refrain 
from shedding tears than if they bad seen the very per- 
sons recorded in sacred history. It is not the picture, 
but the associations connected with it, that produce the 
effect. 
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student's thoughts from his mommg*s work, 
rather than to rivet them upon it. The device 
by which a celebrated painter has represented 
the Virgin teaching the infant Christ to read 
by pointing with a butterfly to the letters of 
the alphabet^ has not been thought a very wise 
one. Correggio is the most melancholy in- 
stance on record of the want of a proper en- 
couragement of the arts : but a golden shower 
of patronage^ tempting as that which fell into 
the lap of his own DanaS, and dropping prize 
medals and epic mottoes, would not produce 
another Correggio ! 

Lastly, Academicians and institutions may be 
supposed to assist the progress of the fine arts, 
by promoting a wider taste for them. 

In general, it must happen in the first stages 
of the arts that, as none but those who had 
a natural genius for them would attempt to 
practise them, so none but those who had a 
natural taste for them would pretend to judge 
of or criticise them. This must be an incal- 
culable advantage to the man of true genius | 
for it is no other than the privilege of being 
tried by his peers. In an age when connois- 
seurship had not become a fashion, — when 
religion, war, and intrigue, occupied the time 
and thoughts of the great,-— only those minds 
of superior refinement would be led to notice 
the works of art, who had a real sense of their 
excellence 3 and in giving way to the powerful 
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bent of his own genius, the painter was most 
likely to consult the law of his judges. He 
had not to deal with pretenders to taste, through 
vanity, affectation, . and idleness. He had to 
appeal to the higher faculties of the soul, — 
to that deep and innate sensibility to truth and 
beauty, which required only fit objects to have 
its enthusiasm excited, and to that independent 
strength of mind which, in the midst of igno- 
rance and barbarism, hailed and fostered genius 
wherever it met with it. Titian was patronised 
by Charles the Fifth. Count Castiglione was 
the friend of Raphael. These were true patrons 
and true critics ; and, as there were no others 
(for the world, in general, merely looked on 
and wondered), there can be little doubt that 
such a period of dearth of factitious patronage 
would be most favourable to the full develop- 
ment of the greatest talents, and to the attain- 
ment of the highest excellence. 

The diffusion of taste is not, then, the same 
thing as the improvement of taste 3 but it is only 
the former of these objects that is promoted by 
public institutions and other artificial means. 
The number of candidates for fame, and of pre- 
tenders to criticism, is thus increased beyond 
all proportion, but the quantity of genius and 
feeling remains the same, with this difference, 
that the man of genius is lost in the crowd of 
competitors, who would never have become 
such but from encouragement and example ^ 
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and that the opinion of those few persons whom 
nature intended for judges is drowned in the 
noisy decisions of shallow smatterers in taste. 

The principle of universal suffrage^ however 
applicable to matters of government^ which 
concern the common feelings and common in- 
terests of society^ is by no means so to matters 
of taste, which can only be decided upon by 
the most refined understandings. It is throwing 
down the barriers which separate knowledge and 
feehng from ignorance and vulgarity^ and pro- 
claiming a Bartholomew-fair shew of fine arts,*- 

** And fools rash in where angels fear to tread." 

The public taste is, therefore, necessarily 
vitiated, m proportion as it is public 5 it is 
lowered with every infusion it receives of 
conmion opinion* The greater the number of 
judges, the less capable must they be of judging, 
for the addition to the number of good ones 
will always be small, while the multitude of 
bad ones is endless, and thus the decay of art 
may be said to be the necessary consequence 
f>f its progress. 

Can there be a greater confirmation of these 
remarks than to look at the texture of that 
assemblage of select critics who every year 
visit the exhibition at Somerset House from all 
parts of the metropolis of this United Kingdom ? 
Is it at all wonderful that, for such a succession 
of connoisseurs, such a collection of works of 
art should be provided ; where the eye in vain 
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seeks relief from the glitter of the frames in the 
glare of the pictures 5 where vermilion cheeks 
make vermilion lips look pale : where the mer- 
ciless splendour of the painter's pallet puts 
nature out of countenance ; and where the 
unmeaning grimace of fashion and folly is 
almost the only variety in the wide dazzling 
waste of colour. Indeed^ the great error of 
British art has hitherto been a desire to produce 
a popular effect by the cheapest and most 
obvious means^ at the expense of everything 
else 3 — to lose all the delicacy and variety of 
nature in one undistinguished bloom of florid 
health ; and all precision, truth, and refinement 
of character^ in the same harmless mould of 
smiling, self-complacent insipidity. 

'* Pleased with itself, that all the world can please." 

It is probable that in all that stream of idle- 
ness and curiosity which flows in, hour after 
hour, and day after day, to the richly hung apart- 
ments of Somerset House, there are not fifty 
persons to be found who can really distinguish 
*' a Guido from a daub,** or who would recog- 
nise a work of the most refined genius from 
the most common and every-day performance. 
Come, then, ye banks of Wapping, and classic 
haunts of Ratcliffe Highway, and join thy fields, 
blithe Tothill — ^let the post-chaises, gay with 
oaken boughs, be put in requisition for school- 
boys from Eton and Harrow, and school-girls 
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from Hackney and Mile-end, — and let a jury 
be empannelled to decide on the merits of 
Raphael and . The verdict will be in- 
fallible. We remember having been formerly 
^ good deal amused with seeing a smart, hand- 
some-looking Quaker lad, standing before a pic* 
ture of Christ as the Saviour of the World, with 
a circle of young female friends around him, and 
a newspaper in his hand, out of which he read to 
his admiring auditors a criticism on the pictiure, 
ascribing to it every perfection, human or divine. 
Now, in truth, the colouring was anything but 
solemn, the drawing anything but grand, the 
expression anything but sublime. The friendly 
critic had, however, bedaubed it so with praise 
that it was not easy to gainsay its wondrous 
excellence. In fact, one of the worst conse- 
quences of the establishment of academies, &c., 
is that the rank and station of the painter throw 
a lustre round his pictures, which imposes com- 
pletely on the herd of spectators, and makes 
it a kind of treason against the art for any one 
else to speak his mind freely, or detect the 
imposture. If, indeed, the election to title and 
academic honours went by merit, this might 
form a kind of clue or standard for the public 
to decide justly upon : — ^but we have heard that 
genius and taste deteraune precedence there 
almost as little as at Court 3 and that modesty 
and talent stand very little chance indeed with 
interest, cabal, impudence, and cunning. The 
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purity or liberality of professional decisions 
cannot^ therefore, in such cases be expected to 
counteract the tendency which an appeal to 
the public has to lower the standard of taste. 
The artist, to succeed, must let himself down 
to the level of his judges, for he cannot raise 
them up to his own. The highest efforts of 
genius, in every walk of art, can never be pro- 
perly understood by mankind in general : there 
are numberless beauties and truths which lie 
far beyond their comprehension. It is only as 
refinement or sublimity are blended with other 
qualities of a more obvious and common nature^ 
that they pass current with the world. Com» 
mon sense, which has been sometimes appealed 
to as the criterion of taste, is nothing but the 
common capacity, applied to common facts and 
feelings ; but it neither is, nor pretends to be^ 
the judge of anything else. — ^To suppose that 
it can really appreciate the excellence of works 
of high art is as absurd as to suppose that 
it could produce them. Taste is the highest 
degree of sensibility, or the impression of the 
most cultivated and sensible minds, as genius 
18 the result of the highest powers of feeling and 
invention. It may be objected that the public 
taste is capable of gradual improvement, because 
in the end the public do justice to works of the 
greatest merit. This is a mistake. The repu- 
tation ultimately and slowly affixed to works 
of genius is stamped upon them by authority. 
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not by popular consent, nor the common sense 
of the world. We imagine that the admiration 
of the works of celebrated men has become 
common because the admiration of their names 
has become so. But does not every ignorant 
connoisseur pretend the same veneration, and 
talk with the same vapid assurance of M. Angelo, 
though he has never seen even a copy of any 
of his pictures, as if he had studied them accu- 
rately, — merely because Sir J. Reynolds has 
praised him? Is Milton more popular now 
than when the Paradise Lost was first published ? 
Or does he not rather owe his reputation to 
the judgment of a few persons in every suc- 
cessive period, accumulating in his favour, and 
overpowering by its weight the public indiffer- 
ence ? Why is Shakspere popular ? Not from 
his refinement of character or sentiment, so 
much as from his power of telling a story, — ^the 
variety and invention, — ^the tragic catastrophe, 
and broad farce, of his plays ! His characters 
of Imogen or Desdemona, Hamlet or Kent, are 
little understood or relished by the generality 
of readers. Does not Boccaccio pass to this 
day for a writer of ribaldry, because bis jests 
and lascivious tales were all that caught the 
vulgar ear, while the story of the Falcon is 
forgotten ? 



ON 



THE ELGIN MARBLES. 



Who to the life an exact piece would make, 
Must not from others' work a copy take ; 

No, not from Rubens or Vandyke : j 

Much less content himself to make it like 
Th' ideas and the images which lie 
* In his own Fancy or his Memory. 
No : he before his sight must place 
The natural and living face ; 
The real object must command 
Each judgment of his eye and motion of his hand. 

The true lesson to be learnt by our students 
and professors from the Elgin marbles is the 
one which the ingenious and honest Cowley 
has expressed in the above spirited lines. The 
great secret is to recur at every step to nature — 



-To learn 



Her manner, and with rapture taste her style. 

It is evident to any one who views these 
admirable remains of Antiquity (nay, it is ac- 
knowledged by our artists themselves, in despite 
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of all the melancholy sophistry which they 
have been taught or have been teaching others 
for half a century) that the chief excellence of 
the figures depends on their having been copied 
from nature^ and not from imagination. The 
communication of art vnth nature is here every- 
where immediate^ entire^ palpable. The artist 
gives himself no fastidious airs of superiority 
over what he sees. He has not arrived at that 
stage of his progress described at much length 
in Sir Joshua Reynolds's Discourses^ in which, 
having served out his apprenticeship to nature, 
he can set up for himself in opposition to her. 
According to the old Greek form of drawing up 
the indentures in this case, we apprehend they 
were to last for life. At least, we can compare 
these Marbles to nothing . but human figures 
petrified: they have every appearance of abso* 
lute/acsimiles or casts taken from nature. The 
details are those of nature 5 the masses are 
those of nature 5 the forms are from nature ; 
the action is from nature ^ the whole is from 
nature. Let any one, for instance, look at the 
leg of the Ilissus or River-God, which is bent 
under him— let him observe the swell and undu- 
lation of the calf, the inter-texture of the muscles, 
the distinction and union of all the parts, and 
the effect of action every where impressed on 
the external form, as if the very marble were 
a flexible substance, and contained the various 
springs of life and motion within itself, and 
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he will own that art and nature are here the 
same thing. It is the same in the back of the 
Theseus^ in the thighs and knees, and in all 
that remains unimpaired of these two noble 
figures. It is not the same in the cast (which 
was shown at Lord Elgin's) of the famous 
Torso by Michael Angelo^ the style of which 
that artist appears to have imitated too welK 
There every muscle has obviously the greatest 
prominence and force given to it of which it 
is capable in itself^ not of which it is capable 
in connection with others. This fragment is 
an accumulation of mighty parts, without that 
play and re-action of each part upon the rest, 
without that ^'alternate action and repose/' 
which Sir Thomas Lawrence speaks of as char- 
acteristic of the Theseus and the Uissus, and 
which are as inseparable from nature as waves 
from the sea. The learned, however, here make 
a distinction, and suppose that the truth of 
nature is, in the Elgin marbles, combined with 
ideal forms. If by ideal forms they mean fine 
natural forms, we have nothing to object ; but 
if they mean that the sculptors of the Theseus 
and Ilissus got the forms out of their own 
heads, and then tacked the truth of nature 
to them, we can only say, " Let them look 
again, let them look again." We consider 
the Elgin Marbles as a demonstration of 
the impossibility of separating art from na* 
ture, without a proportionable loss at every 
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remove. The utter absence of all setness of 
appearance proves that they were done as studies 
from actual models. The separate parts of the 
human body may be given from scientific know- 
ledge: — ^their modifications or inflections can 
only be learnt by seeing them in action 5 and 
the truth of nature is incompatible with ideal 
form, if the latter is meant to exclude actually 
existing form. The mutual action of the parts 
cannot be determined where the object itself 
IS not seen. That the forms of these statues 
are not common nature^ such as we see it every 
day, we readily allow : that they were not select 
Greek nature, we see no convincing reason to 
suppose. That truth of nature, and ideal or 
fine form, are not always or generally united, we 
know 5 but how they can ever be united in art, 
without being first united in nature, is to us 
a mystery, and one that we as little believe as 
understand ! 

Suppose, for illustration*s sake, that these 
Marbles were originally done as casts from 
actual nature, and then let us enquire whether 
they would not have possessed all the same 
qualities that they now display, granting only 
that the forms were in the first instance selected 
with the eye of taste, and disposed with know- 
ledge of the art and of the subject. 

First, the larger masses and proportions of 
entire limbs and divisions of the body would 
have been found in the casts, for they would 

R 2 
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have been found in nature. The back, and 
trunk, and arms, and legs, and thighs, would 
have been there, for these are parts of the na- 
tural man, or actual living body, and not inven- 
tions of the artist, or ideal creations borrowed 
from the skies. There would have been the 
same sweep in the back of the Theseus ; the 
same swell in the muscles of the arm on which 
he leans 5 the same division of the leg into calf 
and small, i. e. the same general results, or 
aggregation of parts, in the principal and most 
striking divisions of the body. The upper part 
of the arm would have been thicker than the 
lower, the thighs larger than the legs, the body 
larger than the thighs, in a cast taken from com- 
mon nature ; and in casts taken from the finest 
nature they would have been so in the same 
proportion, form, and manner, as in the statue 
of the Theseus, if the Theseus answers to the 
idea of the finest nature ; for the idea and the 
reality must be the same 5 only, we contend that 
the idea is taken from the reality, instead of 
existing by itself, or being the creature of fancy. 
That is, there would be the same grandeur of 
proportions and parts in a cast taken from finely 
developed nature, such as the Greek sculptors 
had constantly before them, naked and in action, 
that we find in the limbs and masses of bone, 
flesh, and muscle, in these much and justly 
admired remains. 
Again, and incontestibly, there would have 
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been, besides the grandeur of form, all the 
minutia and individual details in the cast that 
subsist in nature, and that find no place in the 
theory of ideal art — in the omission of which, 
indeed, its very grandeur is made to consist. 
The Elgin Marbles give a flat contradiction to 
this gratuitous separation of grandeur of design 
and exactness of detail, as incompatible in works 
of art, and we conceive that, with their whole 
ponderous weight to crush it, it will be difficult 
to set this theory on its legs again. In these 
majestic colossal figures, nothing is omitted> 
nothing is made out by negation. The veins, 
the wrinkles in the skin, the indications of the 
muscles under the skin (which appear as plainly 
to the anatomist as the expert angler knows 
from an undulation on the surface of the water 
what fish is plilying with his bait beneath it), 
the finger -joints, the nails, every the smallest 
part cognizable to the naked eye, is given here 
with the same ease and exactness, with the same 
prominence, and the same subordination, that 
it would be in a cast from nature, t. e., in nature 
itself. Therefore, so far these things, viz, nature, 
a cast from it, and the Elgin Marbles, are the* 
same -, and all three are opposed to the fashion- 
able and fastidious theory of the ideal. Look at 
Sir Joshua*s picture of Puck, one of his finest- 
coloured, and most spirited, performances. The 
fingers are mere npuds, and we doubt whether 
any one can make out whether there are. four 
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toes or five allowed to each of the feet. If there 
had been a young Silenus among the £lgin 
Marbles^ we don't know that in some particu* 
lars it would have surpassed Sir Joshua's mas- 
terly sketch, but we are sure that the extremi-^ 
ties, the nails, &c., would have been studies of 
natural history, llie life, the spirit, the cha« 
racter of the grotesque and imaginary little 
being would not have made an abortion of any 
part of his natural growth or form. 

Farther, in a cast from nature there would 
be, as a matter of course, the same play and 
flexibility of limb and muscle, or, as Sir Thomas 
Lawrence expresses it, the same '' alternate 
action and repose," that we find so admirably 
displayed in the Elgin Marbles. It seems here 
as if stone could move : where one muscle is 
strained, another is relaxed, where one pare 
is raised, another sinks in, just as in the ocean, 
where the waves are lifted up in one place, they 
sink proportionally low in the next : and all this 
modulation and affection of the different parts of 
the form by others arises from an attentive and 
coinstantaneous observation of the parts of a 
flexible body, where the muscles and bones act 
upon, and communicate with, one another, like 
the ropes and pulleys in a machine, and where the 
action or position given to a particular limb or 
membrane naturally extends to the whole body. 
This harmony^ this combination of motion, this 
unity of spirit diffused through the wondrous 
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mass, and every part of it, is the glory of the 
Elgin Marbles : — put a well - formed human 
body in the same position, and it will display the 
same character throughout 5 make a cast from 
it while in that position and action, and we shall 
stOl see the same bold, free, and comprehensive 
truth of design. There is no alliteration or 
antithesis in the style of the Elgin Marbles, no 
setness, squareness, affectation, or formality of 
appearance. The different muscles do not present 
a succession of tumuU, each heaving with big 
throes to rival the other. If one is raised, the 
other falls quietly into its place. Neither do the 
different parts of the body answer to one another, 
like shoulder-knots on a lacquey's coat, or the 
different ornaments of a building. The sculptor 
does not proceed on architectural principles. 
His work has the freedom, the variety, and stamp 
of nature. The form of corresponding parts is 
indeed the same, but it is subject to inflection, 
from different circumstances. There is no prim- 
ness or petit maitre'ship, as in some of the later 
antiques, where the artist seemed to think that 
flesh was glass or some other brittle substance 5 
and that if it were put out of its exact shape it 
would break in pieces. Here, on the contrary, 
if the foot of one leg is bent under the body, the 
leg itself undergoes an entire alteration. If one 
side of the body is raised above the other, the 
original, or abstract, or ideal form of the two 
sides is not preserved strict and inviolable, but 
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varies, as it necessarily must do in conformity 
to the law of gravitation^ to Mrhich all bodies are 
subject. In this respect^ a cast from nature 
would be the same. Cbantrey once made a 
cast from Wilson the Black. He put him into 
an attitude at firsts and made the cast^ but not 
liking the effect when done^ got him to sit again^ 
and made use of the plaster of Paris once more. 
He was satisfied with the result ; but Wilson^ 
who was tired with going through the operation, 
as soon as it was over, went and leaned upon a 
block of marble with his hands covering his face. 
The sagacious sculptor was so struck with the 
superiority of this natural attitude over those into 
which he had been arbitrarily put that he begged 
him (if possible) to continue in it for another 
quarter of an hour, and another impression was 
taken off. All three casts remain, and the last is 
a proof of the superiority of nature over art. 
The effect of lassitude is visible in every part of 
the frame, and the strong feeling of this affection, 
impressed on every limb and muscle, and vent- 
ing itself naturally in an involuntary attitude 
which gave immediate relief, is that which strikes 
every one who has seen this fine study from the 
life. The casts from this man's figure have 
been much admired : ~r it is from no superi- 
ority of form : it is merely that, being taken 
trom nature, they bear her ** image and super- 
scription.** 
As to expression, the Elgin Marbles (at least 
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the Ilissus and Theseus) afford no examples, the 
heads being gone. 

Lastly, as to the ideal form, we contend it is 
nothing but a selection of fine nature, such as 
it was seen by the ancient Greek sculptors ; and 
we say that a sufficient approximation to this form 
may be found in our own country, and still more 
in other countries, at this day, to warrant the 
clear conclusion that, uiider more favourable cir- 
cumstances of climate, manners, &c., no vain im- 
agination of the human mind could come up to 
entire natural forms ; and that actual casts from 
Greek models would rival the common Greek 
statues, or surpass them in the same proportion 
and manner las the Elgin Marbles do. Or if this 
conclusion should be doubted, we are ready at 
any time to produce at least one cast from living 
nature, which, if it does not furnish practical 
proof of all that we have here advanced, we are 
willing to forfeit the last thing we can afford to 
part with — a theory 1 

If then the Elgin Marbles are to be consi- 
dered as authority in subjects of art, we con- 
ceive the following principles, which have not 
hitherto been generally received or acted upon 
in Great Britain, will be found to result from 
them: — 

1. That art is (first and last) the imitation of 
nature. 

2. That the highest art is the imitation of the 
finest nature, that is to say, of that which con* 
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veys the strongest sense of pleasure or power, of 
the sublime or beautiful. 

3. That the ideal is only the selecting a par- 
ticular form which expresses most completely the 
idea of a given character or quality, as of beauty, 
strength, activity, voluptuousness, &c., and which 
preserves that character with the greatest con- 
sistency throughout. 

4. That the historical is nature in action. 
With regard to the face, it is expression. 

5. That grandeur consists in connecting a 
number of parts into a whole, and not in leaving 
out the parts. 

6. That, as grandeur is the principle of con- 
nexion between different parts, beauty is the 
principle of affinity between different forms, or 
their gradual conversion into each other. The 
one harmonizes, the other aggrandizes our im- 
pressions of things. 

7. That grace is the beautiful or harmonious 
in what relates to position or motion. 

8. That grandeur of motion is unity of mo- 
tion. 

9. That strength is the giving the extremes, 
softness, the uniting them. 

10. That truth is to a certain degree beauty 
and grandeur, since all things are connected, and 
all things modify one another in nature. Sim- 
plicity is also grand and beautiful for the same 
reason. £legance is ease and lightness, with 
precision. 
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We shall now proceed to elucidate these gene- 
ral principles in such manner as we are able. 

I. The first is^ that art is {first and last) the 
imitation of nature. 

By nature^ we mean actually existing nature 
or some one object to be found in rerum naturd, 
not an idea of nature existing solely in the mind> 
got from an infinite number of different objects^ 
but which was never yet embodied in an indivi- 
dual instance. Sir Joshua Reynolds may be rank- 
ed at the head of those who have maintained the 
supposition that nature (or the universe of things) 
was indeed the ground-work or foundation on 
which art rested 5 but that the superstructure 
rose above it, that it towered by degrees above 
the world of realities, and was suspended in the 
regions of thought alone — ^that a middle form, a 
more refined idea, borrowed from the observation 
of a number of particulars, but unlike any of 
them, was the standard of truth and beauty, and 
the glittering phantom that hovered round the 
nead of the genuine artist : 

So from the ground 



Springs lighter the green stalk, from thence the leaves 
More airy, last the bright consununate flower ! 

We have no notion of this vague, equivocal 
theory of art, and contend, on the other hand, 
that each image in art should have a tally or cor* 
responding prototype in some object in nature. 
Otherwise, we do not see the use of art at all : 
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it is a mere superfluity^ an encumbrance to the 
mind, a piece of " laborious foolery," — ^for the 
word, the mere name of any object, or class of 
objects will convey the general idea, more free 
from particular details or defects than any the 
most neutral and indefinite representation that 
can be produced by forms and colours. The 
word Man, for instance, conveys a more filmy, 
impalpable, abstracted, and (according to this 
hypothesis) sublime idea of the species, than 
Michael Angelo*s Adam, or any real image can 
possibly do. If this then is the true object of art, 
the language of painting, sculpture, &c., becomes 
quite supererogatory. Sir Joshua and the rest 
contend that nature (properly speaking) does 
not express any single individual, nor the whole 
mass of things as they exist, but a general prin- 
ciple, a something common to all these, retaining 
the perfections, that is, all in which they are 
alike, and abstracting the defects, namely, all in 
which they di£fer : so that, out of actual nature^ 
we compound an artifi<^ial nature, never answer- 
ing to the former in any one part of its mock- 
existence, and which last is the true object of 
imitation to the aspiring artist. Let us adopt 
this principle of abstraction as the rule of perfec- 
tion, and see what havoc it will make in all our 
notions and feelings in such matters. If the 
perfect is the intermediate, why not confound 
all objects, all forms, all colours at once ? In- 
stead of painting a landscape with blue sky. 



ON THE ELGIN MARBLES. 953 

or white clouds^ or green earthy or grey rocks 
and towers -, what should we say if the artist (so 
named) were to treat all these " fair varieties" 
as so many imperfections and mistakes in the 
creation, and mass them altogether, by mixing 
up the colours on his palette in the same dull 
leaden tone^ and ca]l this the true principle of 
epic landscape- painting? Would not the thing 
be abominable, an abortion, and worse than the 
worst Dutch picture ? Variety then is one prin* 
ciple, one beauty in external nature^ and not an 
everlasting source of pettiness and deformity, 
which must be got rid of at all events, before 
taste can set its seal upon the work, or fancy 
own it. 

But, it may be said, it is different in things of 
the same species, and particularly in man, who 
is cast in a regular mould, which mould is one. 
What then, are we, on this pretext* to confound 
the difference of sex in a sort of hermaphrodite 
softness, as Mr. Westall, Angelica Kauffman, 
and others, have done in their effeminate per- 
formances ? Are we to leave out of the scale of 
legitimate art the extremes of infancy and old 
age, as not middle terms in man*s life ? Are we 
to strike off from the list of available topics and 
sources of interest the varieties of character, of 
passion, of strength, activity, &c. ? Is every 
thing to wear the same form, the same colour, 
the same unmeaning face ? Are we only to re- 
peat the same average idea of perfection, that is. 
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our own want of observation and imagination^ 
for ever^ and to melt down the inequalities and 
excrescences of individual nature in the monotony 
of abstraction ? Oh no ! As well might we pre- 
fer the cloud to the rainbow 3 the dead corpse to 
the living moving body ! So Sir Joshua debated 
upon Rubens's landscapes, and has a whole 
chapter to inquire whether accidenis in nature, 
that is, rainbows, moonlight, sun -sets, clouds 
and storms, are the proper thing in the classical 
style of art. 

Again, it is urged that this is not what is meant, 
viz. to exclude different classes or characters of 
things, but that there is in each class or charac- 
ter a middle point, which is the point of perfec- 
tion. What middle point ? Or how is it ascer- 
tained ? What is the middle age of childhood ? 
Or are all children to be alike, dark or fair ? 
Some of Titian*s children have black hair, and 
others yellow or auburn : who can tell which is 
the most beautiful ? May not a St. John be older 
than an infont Christ ? Must not a Magdalen be 
different from a Madonna, Diana from a Venus? 
Or may not a Venus have more or less gravity, 
a Diana more or less sweetness? What then 
becomes of the abstract idea in any of these 
cases ? It varies as it does in nature -, that is, 
there is indeed a general principle or character 
to be adhered to, but modified everlastingly by 
various other given or nameless circumstances. 
The highest art, like nature, is a living spring of 
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unconstrained excellence^ and does not produce 
a continued repetition of itself^ like plaster-casts 
from the same figure. 

But once more it may be insisted that, in 
what relates to mere form or organic structure^ 
there is necessarily a middle line or central 
point, any thing short of which is deficiency, and 
any thing beyond it excess, being the average 
form to which all the other forms included in 
the same species tend, and approximate more 
or less. Then this average form, as it exists 
in nature, should be taken as the model for 
art. What occasion to do it out of your own 
head, when you can bring it under the cognizance 
of your senses? Suppose a foot of a certain 
size and shape to be the standard of perfection, 
or if you will, the mean proportion between all 
other feet. How can you tell this so well as 
by seeing it ? How can you copy it so well as by 
having it actually before you ? But, you will 
say, there are particular minute defects in the 
best-shaped actual foot which ought not to be 
transferred to the imitation. Be it so. But are 
there not also particular minute beauties in the 
best, or even the worst shaped actual foot, which 
you will only discover by ocular inspection, 
which are reducible to no. measurement or pre- 
cepts, and which in finely developed nature out- 
weigh the imperfections a thousand fold, the 
proper general form being contained there also, 
and these being only the distinctly articulated 



256 QV THS ELGIN MARBLES. 

parte of it with their inflections which no artist 
can carry in his head alone ? For instance^ m 
the bronze monument of Henry VII. and his 
wife, in Westminster Abbey, by the famous Tor- 
regiano, the fingers and finger nails of the woman 
in particular are made out as minutely, and, at 
the same time, as beautifully, as it is possible to 
conceive ; yet they have exactly the effect that 
a cast taken from a fine female hand would have, 
with every natural joint, muscle, and nerve, in 
complete preservation. Does this take from the 
beauty or magnificence of the whole ? No : it 
aggrandizes it. What then does it take from? 
Nothing but the conceit of the artist that he can 
paint a hand out of his own head (that is, out of 
nothing, and by reducing it again as near as can 
be to nothing, to a mere vague image) that shall 
be better than any thing in nature. A hand, or 
foot, is not one thing, because it is one word or 
name ; and the painter of mere abstractions had 
better lay down his pencil at once, and be con- 
tented to write the descriptions or titles under 
works of art. 

Lastly^ it may be objected that a whole 
figure can never be found perfect or equal ^ 
that the most beautiful arm will not belong to 
the same figure as the most beautiful leg, and 
so on. How is this to be remedied ? By taking 
the arm from one, and the leg from the other, 
and clapping them both on the same body? 
That will never do 5 for however admirable in 
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themselyes^ they will hardly agree together. 
One will have a different character from the 
other} and they will form a sort of natural 
patchwork. 

Or^ to avoid this^ will you take neither from 
actual models, but derive them from the neu- 
tralizing medium of your own imagination? 
Worse and worse. Copy them from the same 
model, the best in all its parts you can get; 
so that, if you have to alter, you may alter as 
little as possible, and retain nearly the whole 
substance of nature. You may depend upon 
it that what is so retained will alone be of any 
specific value.* The rest may have a negative 
merit, but will be positively good for nothing. 
It will be to the vital truth and beauty of what 
is taken from the best nature, like the piecing 
of an antique statue. It fills a gap, but nothing 
more. It is, in fact, a mental blank. 

2. This leads us to the second point laid down 
before, which was that the highest art is the imi- 
tation of the finest nature, or, in other words, of 
that which conveys the strongest sense of pleasure 
or power, of the sublime or beautiful. 

The artist does not pretend to invent an abso- 
lutely new class of objects, without any founda- 
tion in nature. He does not spread his palette 
on the canvas, for the mere finery of the thing, 

* I belieye this rule will apply to all except grotesques, 
which are eyidently, taken from opposite natures. 

s 
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and tell us that it makes a brighter show than 
the rainbow^ or even than a bed of tulips. He 
does not draw airy forms, moving above the 
earth, '* gay creatures of the element, that play 
i* th* plighted clouds/* and scorn the mere ma- 
terial existences, the concrete descendants of 
those that came out of Noah's Ark, and that 
walk, run, or creep upon it. No, he does not 
paint only what he has seen in his mintTs eye, but 
the common objects that both he and others 
dally meet — rocks, clouds, trees, men, women, 
beasts, fishes, birds, or what he calls such. He 
is then an imitator by profession. He gives the 
appearances of things that exist outwardly by 
themselves, and have a distinct and independent 
nature of their own. But these know their own 
nature best ; and it is by consulting them that 
he can alone trace it truly, either in the imme-> 
diate details, or characteristic essences. Nature 
is consistent, unaffected, powerful, subtle : art is 
forgetful, apish, feeble, coarse. Nature is the 
original, and therefore right : art is the copy, 
and can but tread lamely in the same steps. 
Nature penetrates into the parts, and moves the 
whole mass : it acts with diversity, and in neces- 
sary connexion 3 for real causes never forget to 
operate, and to contribute their portion. Where, 
therefore, these causes are called into play to the 
utmost extent that they ever reach, there we 
shall have a strengith and a refinement that art 
may imitate but cannot surpass. But it is said 
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that ai*t can surpass this most perfect image in 
nature by combining others with it. What ! by 
joining to the most perfect in its kind something 
less perfect? Goto, — this argument will not 
pass. -Suppose you have a goblet of the finest 
wine that ever was tasted : you will not mend it 
by pouring into it all sorts of samples of an 
inferior quality. So the best in nature is the 
stint and limit of what is best in art : for art can 
only borrow from nature still : and^ moreover, 
must borrow entire objects, for bits only make 
patches. 

We defy any landscape-painter to invent out 
of his own head, and by jumbling together all the 
dififerent forms of hills he ever saw, by adding a 
bit to one, and taking a bit from another, any 
thing equal to Arthur's seat, with the appendage 
of Salisbury Crags^ that overlooks Edinburgh. 
Why so ? Because there are no levers in the 
mind of man equal to those with which nature 
works at her utmost need. No imagination can 
toss and tumble about huge heaps of earth as 
the ocean in its fury can. A volcano is more 
potent to rend rocks asunder than the most 
splashing penciL The convulsiona of nature 
can make a precipice more frightfully, or heave 
the backs of mountains more proudly, or throw 
their sides into waving lines more gracefully, 
than all the beau ideal of art. For there is in 
nature not only greater power and scope, but 
(so ta speak) greater knowledge and unity of 

8 2 
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purpose. Art is comparatively weak and incon- 
gruous^ being at once a miniature and caricature 
of nature. We grant that a tolerable sketch of 
Arthur's seat, and the adjoining view, is better 
than Primrose Hill itself (our favourite Prim- 
rose Hill !), but no pencil can transform or dandle 
Primrose Hill into a thing of equal character 
and sublimity with Arthur's seat : — ^a concession 
which gives us some pain to make. 

We do not recollect a more striking illustra* 
tion of the difference between art and nature, 
in this respect, than Mr. Martin's very sin- 
gular, and, in some things, very meritorious 
pictures. But he strives to outdo nature. He 
wants to give more than she does, or than his 
subject requires or admits. He sub-divides his 
groups into infinite littleness, and exaggerates 
his scenery into absolute immensity. His figures 
are like rows of shiny pins 5 his mountains are 
piled up one upon the back of the other, like the 
stories of houses. He has no notion of the moral 
principle in all art, that a part may be greater 
than the whole. He reckons that if one range 
of lofty square hills is good, another range above 
that with clouds between must be better. He 
thus wearies the imagination, instead of ex- 
citing it. We see no end of the journey, and 
turn back in disgust. We are tired of the effort, 
we are tired of the monotony of this sort of re- 
duplication of the same object. We were satis- 
fied before -, but it seems the painter was not. 
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and we naturally sympathise with him. This 
craving after quantity is a morbid affection. A 
landscape is not an architectural elevation* You 
may build a house as high as you can lift up 
stones with pulleys and levers^ but you cannot 
raise mountains into the sky merely with the 
pencil. They lose probabUity and effect by 
striving at too much ; and with their ceaseless 
throes, oppress the imagination of the spectator, 
and bury the artist's fame under them. The only 
error of these pictures, is that art here puts on 
her seven-league boots, and thinks it possible to 
steal a march upon nature. Mr. Martin might 
make Arthur's Seat sublime, if he chose to take 
the thing as it is $ but he would be for squaring 
it according to the mould in his own imagination, 
and for clapping another Arthur's Seat on the 
top of it, to make the Calton Hill stare ! 

Again, with respect to the human figure. 
This has an internal structure, muscles, bones, 
blood-vessels, &c., by means of which the ex* 
temal surface is operated upon according to 
certain laws. Does the artist, with all his 
generalisations, understand these as well as na- 
ture does ? Can he predict, with all his learn* 
ing, that, if a certain muscle is drawn up in 
a particular manner, it will present a particu. 
lar appearance in a different part of the arm 
or leg, or bring out other muscles, which were 
before hid, with certain modifications? But in 
nature all this is brought about by necessary 
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laws^ and the effect is visible to those, and those 
only, who look for it in actual objects. 

This is the great and master-excellence of the 
Elgin Marbles, that they do not seem to be the 
outer surface of a hard and immoveable block of 
marble, but to be actuated by an internal ma^ 
chinery, and composed of the same soft and fiex^ 
ible materials as the human body. The skin (or 
the outside) seems to be protruded or tightened 
by the natural action of a muscle beneath it. 
This result is miraculous in art : in nature it is 
easy and unavoidable. That is to say, art has to 
imitate or produce certain effects or appearances 
without the natural causes : but the human un- 
derstanding can hardly be so true to those causes 
as the causes to themselves^ and hence the 
necessity (in this sort of simulated creation) of 
recurring at every step to the actual objects 
and appearances of nature. 

Having shown so far how indispensable it is 
for art to identify itself with nature, in order to 
preserve the truth of imitation, without which 
it is destitute of value or meaning, it may be 
said to follow, as ' a necessary consequence, that 
the only way in which art can rise to greater 
dignity or excellence is by finding out models 
of greater dignity and excellence in nature. Will 
any one, looking at the Theseus, for example^ 
say that it could spring merely from the artist's 
brain, or that it could be done from a common, 
ill*made^ or stunted body } The fact is that its 
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superiority consists in this^ that it is a perfect 
combination of art and nature, or an identical, 
and as it were spontaneous, copy of an individual 
picked out of a finer race of men than generally 
tread this ball of earth. Could it be made of a 
Dutchman's trunk-hose ? No. Could it be made 
out of one of Sir Joshua's Discourses on the 
middle form 9 No. How then ? Out of an eye, 
a head, and a hand, with sense, spirit, and energy 
to follow the finest nature, as it appeared eX'* 
emplified in sweeping masses, and in subtle 
details, without pedantry, conceit, cowardice, or 
affectation ! 

Some one was asking at Mr. Haydon's one 
day, as a few persons were looking at the cast 
from this figure, why the original might not 
have been done as a cast from nature ? Such a 
supposition would account at least for what seems 
otherwise unaccountable — ^the incredible labour 
and finishing bestowed on the back and other 
parts of this figure, placed at a prodigious height 
against the walls of a temple, where they could 
never be seen after they were once put up there. 
If they were done by means of a cast in the first 
instance, the thing appears intelligible, otherwise 
not. Our host stoutly resisted this imputation, 
which tended to deprive art of one of its greatest 
triumphs, and to make it as mechanical as a 
shaded profile. So far, so good. But the rea- 
son he gave was bad, viz. that the limbs could 
not remain in those actions long enough to be 
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cast. Yet surely this would take a shorter time 
than if the model sat to the sculptor 3 and we 
all agreed that nothing but actual^ continued, 
and intense observation of living nature could 
give the solidity, complexity and refinement of 
imitation which we saw in the half animated, 
almost moving, figure before us.* Be this as 
it may, the principle here stated does not reduce 
art to the imitation of what is understood by 
common or low life. It rises to any point of 
beauty or sublimity you please, but it rises only 
as nature rises exalted with it too. To hear 
these critics talk, one would suppose there wat 
nothing in the world really worth looking at. 
The Dutch pictures were the best that they 
could paint : they had no other landscapes or 
faces before them. Honi 9oii qui mal y pense. 
Yet who is not alarmed at a Venus by Rem* 
brandt ? The Greek statues were (cumgrano saUs) 
Grecian youths and nymphs ; and the women in 
the streets of Rome (it has been remarked f) 
look to this hour as if they had walked out of 
Raphael's pictures. 

Nature is always truth : at its best, it is 
beauty and sublimity as well ; though Sir Joshua 
tells us in one of the papers in the Idleb that 

* Some one finely applied to the repoee of this figure 
the words: 

— -Sedet, in sBternumque sedeblt, 
Infeliz Theseus. 

f By Mr. Coleridge. 
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in itself, or with reference to individuals^ it 
is a mere tissue of meanness and deformity. 
Luckily^ the Elgin Marbles say No to that con- 
clusion : for they are decidedly part and parcel 
thereof. What constitutes fine nature we shall 
enquire under another bead.. But we would 
remark here^ that it can hardly be the middle 
form, since this principle^ however it might 
determine certain general proportions and out- 
lines, could never be intelligible in the details 
of nature, or applicable to those of art. Who 
will say that the form of a linger nail is just 
midway between a thousand others that he 
has not remarked : we are only struck with it 
when it is more than ordinarily beautiful, from 
symmetry, an oblong shape, &c. The staunch 
partisans of this theory, however, get over the 
difficulty here spoken of, in practice, by omitting 
the details altogether, and making their works 
sketches, or rather what the French call ibauchet^ 
and the English dauht, 

3. The Idkal is only the selecting of a particular 
form which expresses most completely the idea of 
a given character or quality, as of beauty, strength, 
activity, voluptuousness, Ssc, and which preserves 
that character with the greatest connstency 
throughout. 

Instead of its being true in general that the 
ideal is the middle point, it is to be found in the 
extremes ; or, it is carrying any idea as far it will 
go. Thus, for instance, a Silenus is as much 
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an ideal thing as an Apollo^ as to the principle 
on which it is done^ viz^ giving to every feature^ 
and to the -whole form,, the utmost degree of 
g^ossness and sensuality that can be imagined^ 
with this exception (which has nothing to do 
with the understanding of the question), that 
the ideal means by custom this extreme on the 
side of the good and beautiful. With this re- 
serve, the ideal means always the something more 
of any thing which may be anticipated by the 
fancy, and which must be found in nature (by 
looking long enough for it) to be expressed as 
it ought. Suppose a good heavy Dutch face (we 
speak by the proverb) — ^this, you will say, is 
gross 'y but it is not gross enough. You have 
an idea of something grosser, that is, you have 
seen something grosser, and must seek for it 
again. When you meet with it, and have 
stamped it on the canvas, or canned it out of the 
block, this is the true ideal^ namely, that which 
answers to and satisfies a pre - conceived idea ; 
not that which is made out of an abstract idea, 
and answers to nothing. 

In the Silenus, also, according to the notion 
we have of the properties and character of 
that figure, there must be vivacity, slyness, 
wantonness, &c. Not only the image of the 
mind, but a real face, may express these com- 
bined together 5 another may express them 
more, and another most, which last is the ideal ; 
and when the image in nature coalesces with. 
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and gives a body, force, and reality to the idea 
in the mind, then it is that we see the true 
perfection of art. The forehead should be " vil- 
lainous low;" the eye-brows bent in; the eyes 
small and gloating ; the nose pugged, and pointed 
at the end, with distended nostrils ; the mouth 
large and shut ; the cheeks swollen ; the neck 
thick, &c. There is, in all this process, nothing 
of softening down, of compromising qualities, of 
finding out a mean proportion between different 
forms and characters 5 the sole object is to in* 
tensify each as much as possible. The only fear 
is " to o*erstep the modesty of nature,** and run 
into caricature* This must be avoided 3 but the 
artist is only to stop short of this. He must not 
outrage probability. We must have seen a class 
of such faces, or something so nearly approach- 
ing as to prevent the imagination from revolt* 
ing against them. The forehead must be low^ 
but not so low as to lose the character of hu- 
manity in the brute* It would thus lose all its 
force and meaning. For that which is extreme 
and ideal in one species is nothing, if, by being 
pushed too far, it is merged in another. Above 
all, there should be keeping in the whole and 
every part. In the Fan, the horns and goat*8 
feet, perhaps, warrant the approach to a more 
animal expression than would otherwise be 
allowable in the human features ; but yet this 
tendency to excess must be restrained within 
certain limits. If Fan is made into a beast^ he 
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will cease to be a God ! het Momus distend 
his jaws with laughter as far as laughter can 
stretch them, but no farther ; or the expression 
will be that of pain and not of pleasure. Be* 
sides, overcharging the expression or action 
of any one feature will suspend the action of 
others. The whole face will no longer laugh. 
But this universal suffusion of broad mirth and 
humour over the countenance is very different 
from a placid smile, midway between grief and 
joy. Yet a classical Momus, by modem theories 
of the ideal, ought to be such a nonentity in 
expression. The ancients knew better. They 
pushed art into such subjects to the verge of 
^ all we hate,'* while they felt the point beyond 
which it could not be urged with propriety, L e, 
with truth, consistency, and consequent effect. 

There is no difference, in philosophical reason* 
ing, between the mode of art here insisted oz^ 
and the ideal regularity of such figures as the 
Apollo, the Hercules, the Mercury, the Venus^ 
&c. All these are, as it were, penonificatunu, 
essences, abstractions of certain qualities or virtues 
in human nature, not of human nature in general^ 
which would make nonsense. Instead of being 
abstractions of all sorts of qualities jumbled 
together in a neutral character, they are in the 
opposite sense abstractions of some single quality 
or customary combination of qualities, leaving 
out all others as much as possible, and imbuini^ 
every part with that one predominant character 
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to the utmost. The Apollo is a representation 
of graceful dignity and mental power 5 the Her- 
cules of bodily strength ; the Mercury of swift- 
ness ; the Venus of female loveliness, and so on. 
In these, in the Apollo, is surely implied and 
found more grace than usual ; in the Herculers 
more strength than usual j in the Mercury more 
lightness than usual; in the Venus more soft- 
ness than usual. Is it not so ? What then be- 
comes of the pretended middle form ? One 
would thmk it would be sufficient to prove this, 
to ask, " Do not these statues differ from one 
another ? And is this diff^erence a defect ? ** It 
would be ridiculous to call them by different 
names, if they were not supposed to represent 
different and peculiar characters: sculptors should, 
in that case, never carve any thing but the statue 
of a man, the statue of a woman, &c., and this 
would be the name of perfection. 

This theory of art is not at any rate justified 
by the history of art. An extraordinary quantity 
of bone and muscle is as proper to the Hercules 
as his club, and it would be strange if the God- 
dess of Love had not a more delicately rounded 
form, and a more languishing look withal, than 
the Goddess of Hunting. That a form combining 
and blending the properties of both, the downy 
softness of the one with the elastic buoyancy 
of the other, would be more perfect than either, 
we no more see than that grey is the most 
perfect of colours. At any rate, this is tjie 
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march neither of nature nor of art. It is noc 
denied that these antique sculptures are models 
of the ideal; nay, it is on them that this theory 
hoasts of being founded. Yet they give a flat 
contradiction to its insipid mediocrity. Perhaps 
some of them have a slight bias to the false 
ideal, to the smooth and uniform, or the negation 
of nature: any error on this side is, however, 
happily set right by the Elgin Marbles, which 
are the paragons of sculpture and the mould 
of form. 

As the ideal, then, requires a difference of 
character in each figure as a whole, so it expects 
the same character (or a corresponding one) to 
be stamped on each part of every figure. As the 
legs of a Diana should be more muscular and 
adapted for running than those of a Venus or a 
Minerva, so the skin of her face ought to be more 
tense, bent on her prey, and hardened by being 
exposed to the winds of heaven. The respective 
characters of lightness, softness, strength, &c., 
should pervade each part of the surface of each 
figure, but still varying according to the texture 
and functions of the individual part. This can 
only be learned or practised from an attentive 
observation of nature in those forms in which 
any given character or excellence is most striking- 
ly displayed, and which has been selected for 
imitation and study on that account. 

Suppose a dimple in the chin to be a mark 
of voluptuousness 5 then the Venus should have 
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d dimple in the chin 5 and she has one. But this 
will imply certain correspondent indications in 
other parts of the features^ ahout the comers of 
the mouthy a gentle undulation and sinking in of 
the cheek, as if it had just been pinched, and so 
on : yet so as to be consistent with the other 
qualities of roundness, smoothness, &c., which 
belong to the idea of the character. Who will 
get all this and embody it out of the idea of a 
middle form, I cannot say : it may be, and has 
been, got out of the idea of a number of distinct 
enchanting graces in the mind, and from some 
heavenly object unfolded to the sight ! 

4. That the historical is nature in action. With 
regard to the face, it is expression, 

Hogarth's pictures are true history. Every 
feature, limb, figure, group, is instinct with life 
and motion. He does not take a subject and 
place it in a position, like a lay figure, in which 
it stirs neither limb nor joint. The scene 
moves before you : the face is like a frame-work 
of flexible machinery. If the mouth is distorted 
with laughter, the eyes swim in laughter. If 
the forehead is knit together, the cheeks are 
puckered up. If a fellow squints most horribly, 
the rest of his face is awry. The muscles pull 
different ways, or the same way, at the same 
time, on the surface of the picture, as they do in 
the human body. What you see is the reverse 
of sHU life. There is a continual and complete 
action and reaction of one variable part upon 
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another^ as there is in the Elgin Mabbles. If 
you pull the string of a bow^ the bow itself is 
bent. So it is in the strings and wires that move 
the human frame. The action of any one part, 
the contraction or relaxation of any one muscle^ 
extends more or less perceptibly to every other : 

Thrills in each nerre, and lives along the line. 

Thus the celebrated lo of Correggio is imbued^ 
steeped, in a manner, in the same voluptuous feel- 
ing all over — the same passion languishes in her 
whole frame, and communicates the infection to 
the feet, the back, and the reclined position of 
the head. This is history, not carpenter's work. 
Some painters fancy that they paint history, if 
they get the measurement from the foot to the 
knee, and put four bones whe;re there are 
four bones. This is not our idea of it; but 
we think it is to show how one part of the 
body sways another in action and in passion. 
The last relates chiefly to the expression of 
the face, though not altogether. Passion may 
be shown in a clenched fist as well as in 
clenched teeth. The face, however, is the 
throne of expression. Character implies the 
feeling, which is fixed and permanent ; expres- 
sion that which is occasional and momentary, at 
least, technically speaking. Portrait treats of 
objects as they are; history of the events and 
changes to which they are liable. And so far 
history has a double superiority, or a double 
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difficulty to overcome, viz, in the rapid glance 
over a number of parts subject to the simul- 
taneous action of the same law, and in the scope 
of feeling required to sympathize with the critical 
and powerful movements of passion. It requires 
greater capacity of muscular motion to follow 
the progress of a carriage in violent motion, than 
to lean upon it standing still. If, to describe 
passion, it were merely necessary to observe its 
outward effects, these, perhaps, in the prominent 
points, become more visible and more tangible 
as the passion is more intense. But it is not only 
necessary to see the effects, but to discern the 
cause, in order to make the one true to the other. 
No painter gives more of intellectual or impas- 
sioned appearances than he understands or feels. 
It is an axiom in painting, that sympathy is in- 
dispensable to truth of expression. Without it 
you get only caricatures, which are not the thing. 
But to sympathise with passion, a greater fund 
of sensibility is demanded in proportion to the 
strength or tenderness of the passion. And as 
he feels most of this whose face expresses most 
passion, so he also feels most by sympathy whose 
hand can describe most passion. This amounts 
nearly, we take it, to a demonstration of an old 
and very disputed point. The same reasoning 
might be applied to poetry, but this is not the 
place. 

Again, it is easier to paint a portrait than an 
historical face, because the head sits for the first. 
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but the expression will hardly sit for the last. 
Perhaps those passions are the best subjects for 
painting the expression of which may be retained 
for some time, so as to be better caught, wbich 
throw out a sort of lambent fire, and leave a re- 
flected glory behind them, as we see in Madonnas, 
Christ's heads, and what is understood by sacred 
subjects in general. The violences of human 
passion are too soon over to be copied by the 
hand, and the mere conception of the internal 
workings is not here sufficient, as it is in poetry. 
A portrait is to history what still life is to por- 
traiture: that is, the whole remains the same 
while you are doing it, or while you are occupied 
about each part, the rest wait for you. Yet, 
what a difference is there between taking an 
original portrait, and making a copy of one! 
This shows that the face in its most ordinary 
state is continually varying and in action. So 
much of history is there in portrait ! — No one 
should pronounce definitively on the superiority 
of history over portrait, without recollecting 
Titian's heads. The finest of them are very 
nearly (say quite) equal to the finest of Raphael's. 
They have almost the look of still-life, yet each 
part is decidedly influenced by the rest. Every 
thing is relative in them. You cannot put any 
other eye, nose, lip, in the same face. As is one 
part, so is the rest. You cannot fix on any par- 
ticular beauty ; the charm is in the whole. 
They have least action, and the most expression 
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of any portraits. They are doing nothings and 
yet all other business seems insipid in comparison 
of their thoughts. They are silent^ retired, and 
do not court observation : yet you cannot keep 
yoar eyes from them. Some one said that you 
would be as cautious of your behaviour in a 
room where a picture of Titian's was hung as 
if there was somebody by — so entirely do they 
look you through. They are the least tiresome 
furniture-company in the world ! 

5. Grandeur consists in connecting a number of 
parts into a whole, and not leaving out the parts. 

Sir Joshua lays it down that the great style in 
art consists in the omission of the details. A 
greater error never man committed. The great 
style consists in preserving the masses and ge- 
neral proportions 5 not in omitting the details. 
Thus, suppose^ for illustration's sake^ the general 
form of an eye-brow to be commanding and 
grand. It is of a certain size, and arched in a 
particular curve. Now surely this general form 
or outline will be equally preserved, whether the 
painter daubs it in, in a bold, rough way, as 
Reynolds or perhaps Rembrandt would, or pro- 
duces the effect by a number of hair-lines ar- 
ranged in the same form as Titian sometimes 
did ', and in his best pictures. It will not be de- 
nied (for it cannot) that the characteristic form 
of the eye-brow would be the same, or that the 
effect of the picture at a small distance would be 
nearly the same in either case ; only in the latter 

T 2 
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it would be rather more perfect^ as being more 
like nature. Suppose a strong light to fall on 
one side of a face^ and a deep shadow to involve 
the whole of the other. This would produce 
two distinct and large masses in the picture 5 
which answers to the conditions of what is called 
the grand style of composition. Well^ would it 
destroy these masses to give the smallest veins 
or variation of colour or surface in the light side^ 
or to shade the other with the most delicate and 
elaborate chiaroscuro ? It is evident not ; from 
common sense^ from the practice of the best 
masters, and, lastly, from the example of nature, 
which contains both the larger masses, the 
strongest contrasts, and the highest finishing, 
within itself. The integrity of the whole, then, 
is not impaired by the indefinite subdivision and 
smallness of the parts. The grandeur of the ulti- 
mate effects depends entirely on the arrangement 
of these in a certain form or under certain 
masses. The Ilissus, or River-god, is floating in 
his proper element, and is, in appearance, as firm 
as a rock, as pliable as a wave of the sea. The 
artist's breath might be said to mould and play 
upon the undulating surface. The whole is ex- 
panded into noble proportions, and heaves with 
general effect. What then } Are the parts un- 
finished 5 or are they not there ? No j they 
are there with the nicest exactness, but in 
due subordination; that is, they are there as 
they are found in fine nature ; and float tipon 
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the general form^ like straw or weeds upon the 
tide of ocean. Once more : in Titian's portraits 
we perceive a certain character stamped upon 
the different features. In the Hippolito de Medici 
the eye-brows are angular^ the nose is peaked^ 
the mouth has sharp comers, the face is (so to 
speak) a pointed oval. The drawing in each of 
these is as careful and distinct as can be. But 
the unity of intention in nature, and in the artist, 
does not the less tend to produce a general gran- 
deur and impressiveness of effect *, which at first 
sight it is not easy to account for. To combine 
a number of particulars to one end is not to 
omit them -altogether 5 and is the best way of 
producing the grand style, because it does this 
without either affectation or slovenliness. 

6. The sixth rule we proposed to lay down 
was that, as grandeur is the principle of connexion 
between different parts, beauty is the principle of 
canity between different forms, or their gradual 
conversion into each other. The one harmonizes, 
the other aggrandizes, our impressions of things^ 

There is a harmony of colours and a harmony 
of sounds, unquestionably: why then there should 
be all this squeamishness about admitting an 
original harmony of forms as the principle of 
beauty and source of pleasure there we cannot 
understand. It is true that there is in organized 
bodies a certain standard of form to which they 
approximate more or less, and from which they 
cannot very widely deviate without shocking the 
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sense of custom, or our settled expectations of 
what they ought to be. And hence it has been 
pretended that there is in all such cases a middle 
central form, obtained by leaving out the pecu^ 
liarities of all the others, which alone is the pure 
standard of truth and beauty. A conformityto 
custom is, we grant, one condition of beauty or 
source of satisfaction to the eye, because an ab-^ 
nipt transition shocks 3 but there is a conformity 
(or correspondence) of colours, sounds, lines, 
among themselves, which is soft and pleasing 
for the same reason. The average or customary 
form merely determines what is natural. A thing 
cannot please, unless it is to be found in nature ; 
but that which is natural is most pleasing, ac- 
cording as it has other properties which in them- 
selves please. Thus the colour of a cheek must 
be the natural complexion of a human face | — 
it would not do to make it the colour of a flower 
or a precious stone $ — but among complexions 
ordinarily to be found in nature, that is most 
beautiful which would be thought so abstracted- 
ly, or in itself. Yellow hair is not the most 
common, nor is it a mean proportion between the 
different colours of women's hair. Yet, who 
will say that it is not the most beautiful ? Blue 
or green hair would be a defect and an anomaly, 
not because it is not the medium of nature, but 
because it is not in nature at all. To say that 
there is no difference in the sense of form except 
from custom, is like saying that there is no dLf- 
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ference in the sensation of smooth or rough. 
Judging by analogy, a gradation or symmetry 
of form must affect the mind in the same man- 
ner as a gradation of recurrence at given inter- 
rals of tones or sounds -, and if it does so in fact, 
-we need not inquire further for the principle. 
Sir Joshua (who is the arch-heretic on this sub- 
ject) makes grandeur or sublimity consist in the 
middle form, or abstraction of all peculiarities ; 
which is evidently false, for grandeur and sub 
limity arise from extraordinary strength, mag- 
nitude, &c., or, in a word, from an excess of 
power, so as to startle and overawe the mind. 
But as sublimity is an excess of power, beauty 
is, we conceive, the blending and harmonizing 
of different powers or qualities together, so as to 
produce a soft and pleasurable sensation. That 
it is not the middle form of the species seems 
proved in various ways. First, because one 
species is more beautiful than another, according 
to common sense. A rose is the queen of flowers, 
in poetry at least; but in this philosophy any 
other flower is as good. A swan is more beauti- 
ful than a goose ; a stag, than a goat. Yet if 
custom were the test of beauty, either we should 
give no preference, or our preference would be 
reversed. Again, let us go back to the human 
face and figure. A straight nose is allowed to 
be handsome, that is, one that presents nearly 
a continuation of the line of the forehead, and 
the sides of which are nearly parallel. Now this 
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cannot be the mean proportion of the form of 
noses. For, first, most noses are broader at the 
bottom than at the top, inclining to the negro 
head, but none are broader at the top than at 
the bottom, to produce the Greek form as a 
balance between both. Almost all noses sink in 
immediately under the forehead bone, none ever 
project there j so that the nearly straight line 
continued from the forehead cannot be a mean 
proportion struck between the two extremes 
of convex and concave form in this feature of 
the face. There must, therefore, be some other 
principle of symmetry, continuity, &c., to ac«> 
count for the variation from the prescribed rule. 
Once more (not to multiply instances tediously), 
a double calf is undoubtedly the perfection of 
beauty in the form of the leg. But this is a rare 
thing. Nor is it the medium between two com- 
mon extremes. For the muscles seldom swell 
enough to produce this excrescence, if it may be 
so called, and never run to an excess there, so as, 
by diminishing the quantity, to subside into pro- 
portion and beauty. But this second or lower 
calf is a connecting link between the upper calf 
and the small of the leg, and is just like a second 
chord or half-note in music. We conceive that 
any one who does not perceive the beauty of the 
Venus de Medicis, for instance, in this respect, 
has not the proper perception of form in his 
mind. As this is the most disputable, or at least 
the most disputed part of our theory, we may. 
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perhaps^ have to recur to it again, and shall leave 
an opening for that purpose. 

7. ThcU grace is the beautiful or harmonums in 
what relates to position or motion. 

'inhere needs not much be said on this point ; 
as we apprehend it will be granted that, whatever 
beauty is as to the form, grace is the same thing 
in relation to the use that is made of it. Grace, 
in writing, relates to the transitions that are 
made from one subject to another, or to the 
movement that is given to a passage. If one 
thing leads to another, or an idea or illustration 
is brought in without effect, or without making 
a boggle in the mind, we call this a graceful style. 
Transitions must in general be. gradual and 
pieced together. But sometimes the most vio- 
lent are the most graceful, when the mind is 
fairly tired out and exhausted with a subject, 
and is glad to leap to another as a repose and 
relief from the first. .Of these there are freque]:kt 
instances in Mr. Burke's writings, which have 
something Pindaric in them. That which is not 
beautiful in itself, or in the mere form, may be 
made so by position or motion. A figure by no 
means elegant may be put in an elegant position. 
Mr. Kean*s figure is not good ; yet we have seen 
him throw himself into attitudes of infinite spirit, 
dignity, and grace. John Kemble's figure, on 
the contrary, is fine in itself 3 and he has only to 
show himself to be admired. The direction in 
which any thing is moved has evidently nothing 
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to do with the shape of the thing moved. The 
one may be a circle and the other a square. 
Little and deformed people seem to be well aware 
of this distinction, who, in spite of their unpro- 
mising appearance, usually assume the most im- 
posing attitudes, and give themselves the most 
extraordinary airs imaginable. 

8. Grandeur of motion %$ unity of motion. 
This principle hardly needs illustration. Awk- 
wardness is contradictory or disjointed motion. 

9. Strength in art is giving the extremes, soft- 
ness the uniting them. 

There is no incompatibility between strength 
and softness, as is sometimes supposed by fri- 
volous people. Weakness is not refinement. A 
shadow may be twice as deep in a finely coloured 
picture as in another, and yet almost imper- 
ceptible, from the gradations that lead to it, and 
blend it with the light. Correggio had prodi- 
gious strength and greater softness. Nature is 
strong and soft, beyond the reach of art to imi- 
tate. Softness, then, does not imply the absence 
of considerable extremes, but it is interposing 
a third thing between them, to break the force of 
the contrast. Guido is more soft than strong. 
Rembrandt is more strong than soft. 

10. And lastly. That truth is, to a certain de- 
gree, beauty and grandeur, since all things are con- 
nected, and all things modify one another in nature. 
Simplicity is also grand and beautiful for the same 
reason. Elegance is ease atid lightness, with precision. 
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This last head appears to contain a number of 
gratis dicta, got together for the sake of com- 
pleting a decade of propositions. They have, 
however, some show of truth, and we should 
add little clearness to them by any reasoning 
upon the matter. 



FONTHILL ABBEY. 



Thx old sarcasm — Omne ignotum pro magnifico 
est — cannot be justly applied here. Fonthill 
Abbey, after being enveloped in impenetrable 
mystery for a length of years, has been unex- 
pectedly thrown open to the vulgar gaze, and 
has lost none of its reputation for magnificence 
— ^though, perhaps, its visionary glory, its classic 
renown, have vanished from the public mind for 
ever. It is, in a word, a desert of magnificence, 
a glittering waste of laborious idleness, a cathe- 
dral turned into a toy-shop, an immense Museum 
of all that is most curious and costly, and, at the 
same time, most worthless, in the productions 
of art and nature. Ships of pearl and seas of 
amber are scarce a fable here — ^a nautilus's shell 
surmounted with a gilt triumph of Neptune — 
tables of agate, cabinets of ebony, and precious 
stones, painted windows " shedding a gaudy, 
crimson light," satin borders, marble floors, and 
lamps of solid gold — Chinese pagodas and Per- 
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sian tapestry — all the splendour of Solomon*s 
Temple is displayed to the view — ^in miniature 
whatever is far-fetched and dear-bought^ rich 
in the materials, or rare and difficult in the work- 
manship — but scarce one genuine work of art, 
one solid proof of taste, one lofty relic of senti- 
ment or imagination ! 

The difficult, the unattainable, the exclusive, 
are to be found here in profusion, in perfection ; 
all else is wanting, or is brought in merely as a 
foil or as a stop-gap. In this respect the collec- 
tion is as satisfactory as it is unique. The spe- 
mens exhibited are the best, the most highly 
finished, the most costly and curious, of that 
kind of ostentatious magnificence which is cal- 
culated to gratify the sense of property in the 
owner, and to excite the wondering curiosity 
of the stranger, who is permitted to see or (as 
a choice privilege and favour) even to touch 
baubles so dazzling and of such exquisite nicety 
of execution ; and which, if broken or defaced, 
it would be next to impossible to replace. The 
same character extends to the pictures, which 
are mere furniture-pictures, remarkable chiefly 
for their antiquity or painful finishing, without 
beauty, without interest, and with about the same 
pretensions to attract the eye or delight the fancy 
as a well-polished mahogany table or a waxed 
oak-floor. Not one great work by one great name, 
scarce one or two of the worst specimens of the 
first masters, Lionardo*s Laughing Boy, or a copy 
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from Raphael, or Correggio, as if to make the 
thing remote and finical — ^but heaps of the 
most elaborate pieces of the worst of the Dutch 
masters, Breughel's Sea-horses with coats of 
mother-of-pearl, and Rothenhamer's Elements 
turned into a Flower-piece. The Catalogue, in 
short, is guiltless of the names of any of those 
works of art 

Which like a trumpet make the spirits dance ; 

and is sacred to those which rank no higher 
than veneering, and where the painter is on a 
precise par with the carver and gilder. Such 
is not our taste in art; and we confess we 
should have been a little disappointed in view- 
ing Fonthill, had not our expectations been 
disabused beforehand. Oh ! for a glimpse of the 
Escurial ! where the piles of Titians lie ; where 
nymphs, fairer than lilies, repose in green, airy 
pastoral landscapes, and Cupids, with curled 
locks, pluck the wanton vine ; at whose beauty, 
whose splendour, whose truth and freshness, 
Mengs could not contain his astonishment, nor 
Cumberland his raptures ; 

While groves of Eden, vanish'd now so long, 
Live ia description, and look green in song ; 

the very thought of which, in that monastic 
seclusion and low dell, surrounded by craggy 
precipices, gives the mind a calenture, a longing 
desire to plunge through wastes and wilds, to 
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visit at the shrine of such beauty, and be buried 
in the bosom of such verdant sweetness. — Gret 
thee behind us. Temptation j or not all China 
and Japan will detain us, and this article will be 
left unfinished, or found (as a volume of Eeats's 
poems was carried out by Mr. Ritchie to be 
dropped in the Great Desert) in the sorriest inn 
in the farthest part of Spain, or in the marble 
baths of the Moorish Alhambra, or amidst the 
ruins of Tadmor, or in barbaric palaces, where 
Bruce encountered Abyssinian queens ! Any 
thing to get all this frippery, and finery, and 
tinsel, and glitter, and embossing, and system 
of tantalization, and fret-work of the imagina- 
tion out of our heads, and take one deep, long, 
oblivious draught of the romantic and mar- 
vellous, the thirst of which the fame of Fonthill 
Abbey has raised in us, but not satisfied ! 

Mr. Beckford has undoubtedly shown himself 
an industrious bijoutier, a prodigious virtuoso, 
an accomplished patron of unproductive labour, 
an enthusiastic collector of expensive trifles — ^the 
only proof of taste (to our thinking) he has 
shown in this collection is his getting rid of it. 
What splendour, what grace, what grandeur 
might he substitute in lieu of it ! What a hand- 
writing might be spread out upon the walls! 
What a spirit of poetry and philosophy might 
breathe there ! What a solemn gloom, what gay 
vistas of fancy, like chequered light and shade, 
might genius, guided by art, shed around ! The 
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author of Vathek is a scholar^ the proprietor 
of Fonthill has travelled abroad, and has seen 
all the finest remains of antiquity and boasted 
specimens of modem art. Why not lay his hands 
on some of these ? He had power to carry them 
away. One might have expected to see, at leasts 
a few fine old pictures^ marble copies of the 
celebrated statues, the Apollo^ the Venus, the 
Dying Gladiator, the Antinous, antique vases with 
their elegant sculptures, or casts from them, 
coins, medals, bas-reliefs, something connected 
with the beautiful forms of external nature, or 
with what is great in the mind or memorable 
in the history of man, — Egyptian hieroglyphics, 
or Chaldee manuscripts on paper made of the 
reeds of the Nile, or mummies from the Pyra- 
mids ! Not so ; not a trace (or scarcely so) of 
any of these ; — as little as may be of what is 
classical or imposing to the imagination from 
association or well-founded prejudice 3 hardly 
aa article of any consequence that does not seem 
to be labelled to the following effect — This is 
mine, and there is no one else in the whole world 
in whom it can inspire the least interest, or any 
feeling beyond a momentary surprise! To show 
another your property is an act in itself ungra- 
cious, or null and void. It excites no pleasure 
from sympathy. Every one must have remarked 
the difference in his feelings on entering a ve- 
nerable old cathedral, for instance, and a modern 
built private mansion. The one seems to fill 
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the mind and expand the form, while the other 
only produces a sense of listless vacuity, and 
disposes us to shrink into our own littleness. 

Whence is this, but that in the first case our 
associations of power, of interest, are general, 
and tend to aggrandize the species j and that in 
the latter (viz, the case of private property) 
they are exclusive and tend to aggrandize none 
but the individual? This must be the effect, 
unless there is something grand or beautiful in 
the objects themselves that makes us forget the 
distinction of mere property, as from the noble 
architecture or great antiquity of a building 3 or 
unless thev remind us of common and universal 
nature, as pictures, statues do, like so many 
mirrors, reflecting the external landscape, and 
canying us out of the magic circle of self-love. 
But all works of art come under the head of 
property or showy furniture, which are neither 
distinguished by sublimity nor beauty, and are 
estimated only by the labour required to produce 
what is trifling or worthless, and are conse- 
quently nothing more than obtrusive proofs of 
the wealth of the immediate possessor. The 
motive for the production of such toys is mer- 
cenary, and the admiration of them childish or 
servile. That which pleases merely from its no- 
velty, or because it was never seen before, can- 
not be expected to please twice : that which is 
remarkable for the difficulty or costliness of the 
execution can be interesting to no one but the 

V 
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maker or owner. A shelly however rarely to be 
met with, however highly wrought or quaintly 
embellished, can only flatter the sense of curi- 
osity for a moment in a number of persons, or 
the feeling of vanity for a greater length of time 
in a single person. There are better things than 
this (we will be bold to say) in the world both 
of nature and art — ^things of universal and last- 
ing interest,' things that appeal to the imagina- 
tion and the affections. Tlie village-bell that 
rings out its sad or merry tidings to old men 
and maidens, to children and matrons, goes to 
the heart, because it is a sound significant of 
weal or woe to all, and has borne no uninterest- 
ing intelligence to you, to me, and to thousand's 
more who have heard it perhaps for centuries. 
There is a sentiment in it. The face of a Ma- 
donna (if equal to the subject) has also a senti- 
ment in it, " whose price is above rubies." It 
is a shrine, a consecrated source of high and 
pure feeling, a well - head of lovely expression^ 
at which the soul drinks and is refreshed, age 
after age. The mind converses with the mind, 
or with that nature which, from long and daily 
intimacy, has become a sort of second self to it : 
but what sentiment lies hid in a piece of por- 
celain ? What soul can you look for in a gilded 
cabinet or a marble slab? Is it possible there 
can be any thing like a feeling of littleness or 
jealousy in this proneness to a merely ornamen- 
tal taste, that, from not sympathising with the 



1 
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higher and more expansive emanations of 
thought^ shrinks from their display with con- 
scious weakness and inferiority? If it were an 
apprehension of an invidious comparison between 
the proprietor and the author of any signal work 
of genius^ which the former did not covet, one 
would think he must be at least equally mor- 
tified at sinking to a level in taste and pursuits 
with the maker of a Dutch toy. Mr. Beckford^ 
however, has always had the credit of the highest 
taste in works of art as well as in vertil. As 
the showman in Goldsmith's comedy declares 
that " his bear dances to none but the genteelest 
of tunes — Water parted from the Sea, The Minuet 
in Ariadne;** — so it was supposed that this cele- 
brated collector's money went for none but the 
finest Claudes and the choicest specimens of 
some rare Italian master. The two Claudes are 
gone. It is as well — ^they must have felt a little 
out of their place here — they are kept in coun- 
tenance^ where they are, by the very best com- 
pany ! 

We once happened to have the pleasure of 
seeing Mr. Beckford in the Great Gallery of the 
Louvre — ^he was very plainly dressed in a loose 
great coat, and looked somewhat pale and thin — 
but what brought the circumstance to our minds 
was that we were told on this occasion one of 
those thumping matter-of-fact lies which are 
pretty common to other Frenchmen besides 
Gascons — viz,. That he had offered the First 

u ^ 



29^ FONTHILL iiBBEY. 

Consul no less a sum than two hundred thousand 
guineas for the purchase of the St, Peter Martyr, 
Would that he had! and that Napoleon had 
taken him at his word ! — which we think not 
unlikely. With two hundred thousand guineas 
he might have taken some almost impregnable 
fortress. "Magdeburg," said Buonaparte, ''is 
worth a hundred queens : " and he would have 
thought such another stronghold worth at least 
one Saint. As it is, what an opportunity have 
we lost of giving the public an account of this 
picture ! Yet why not describe it, as we see it 
still " in our mind's eye," standing on the floor 
of the Tuileries, with none of its brightness 
impaired, through the long perspective of waning 
years ? There it stands, and will for ever stand 
in our imagination, with the dark, scowling, 
terrific face of the murdered monk looking up 
to his assassin, the horror-struck features of the 
flying priest, and the skirts of his vest waving in 
the wind, the shattered branches of the autumnal 
trees that feel the coming gale, with that cold 
convent spire rising in the distance amidst the 
sapphire hills and golden sky — and overhead 
are seen the cherubim bringing with rosy fingers 
the crown of martyrdom ; and (such is the feel- 
ing of truth, the soul of faith in the picture) you 
hear floating near, in dim harmonies, the pealing 
anthem, and the heavenly choir ! Surely, the 
St. Peter Martyr surpasses all Titian's other 
works, as he himself did all other painters. Had 
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this picture been transferred to the present col- 
lection (or any picture like it) what a trail of 
glory would it have left behind it ! for what a 
length of way would it have haunted the imagin- 
ation ! how often should we have wished to re- 
visit it, and how fondly would the eye have 
turned back to the stately tower of Fonthill 
Abbey, that from the western horizon gives the 
setting sun to other climes, as the beacon and 
guide to the knowledge and the love of high 
Art! 

The Duke of Wellington, it is said, has de- 
clared Fonthill to be " the finest thing in Europe." 
If so, it is since the dispersion of the Louvre. It 
is also said that the King is to visit it. We do 
not mean to say it is not a fit place for the King 
to visit, or for the Duke to praise : but we know 
this, that it is a very bad one for us to describe. 
The father of Mr. Christie was supposed to 
be '' equally great on a ribbon or a Raphael." 
This is unfortunately not our case. We are not 
'' great " at all, but least of all in little things. 
We have tried in various ways : we can make, 
• nothing of it. Look here — ^this is the Catalogue. 
Now what can we say (who are not auctioneers* 
but critics) to 

Six Japan heron-pattern embossed dishes ; or. 
Twelve bomt-in dishes in compartments ; or, 
Sixteen ditto enamelled with insects and birds ; or, 
Seven embossed soup-plates, with plants and rich bor- 
ders; or, 
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Nine chocolate cups and saucers of egg-shell China, blue 
lotus pattern ; or. 

Two butter pots on feet, and a bason, coyer, and stand, of 
Japan; or. 

Two basons and corers, sea-green mandarin ; or, 

A very rare specimen of the basket-work Japan, orna- 
mented with flowers in relief, of the finest kind, the 
inside gilt, from the Ragland Museum ; or, 

Two fine enamelled dishes scolloped ; or. 

Two bhte bottles and two red and gold cups— «xtra 
fine; or, 

A very curious egg-shell lanthern ; or. 

Two very rare Japan cups mounted as milk buckets, with 
silver rims, gilt and chased ; or. 

Two matchless Japan dishes ; or, 

A very singular tray, the ground of a curious wood arti- 
ficiaUy waved with storks in various attitudes on the 
shore, mosaic border, and aventurine back ; or. 

Two extremely rare bottles with chimseras and plants* 
mounted in silver gilt ; or. 

Twenty-four fine old sbve dessert plates ; or. 

Two precious enamelled bowl dishes, with silver han- 
dles ; — 

Or, to stick to the capital letters in this Para- 
dise of Dainty Devices, lest we should be sus- 
pected of singling out the meanest articles, we 
will just transcribe a few of them, for the satis- 
faction of the curious reader : — 

A Rich and Highlt Ornambntvd Gasket of the very 
rare gold Japan, completely covered with figures. 

An Oriental Sculptured Tassa of Lapis Lazuli, 
mounted in silver gilt, and set with lapis lazuli in- 
taglios. From the Garde Meuble of the late King of 
France. 

A Persian Jad Vase and Cover, inlaid with flowers 
and ornaments composed of oriental rubies and emeralds, 
on stems qf/ine gold. 
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A LARGE Oval Engraved Rock Crystal Cdp, with the 
figure of a Syren, carved from the block, and embracing 
a part of the vessel with her wings, so as to form a han- 
dle ; from the Royal Collection of France. 

An Oval Cup and Cover of Oriental Mamillated 
Agate, richly marked in arborescent mocoa, elaborately 
chased and engraved in a very superior manner. An 
uniqtie article. 

Shall we go on with this fooling ? We cannot. 
The reader must be tired of such an uninterest- 
ing account of empty jars and caskets — it reads 
so like Delia Cruscan poetry. They are not 
even Nuga CanorcB. The pictures are much in 
the same mimmin^e-pimminie taste. For instance^ 
in the first and second days* sale we meet with 
the following : — 

A high-finished miniature drawing of a Holy Family, 
and a portrait : one of those with which the patents of 
the Venetian nobility were usually embellished. 

A small landscape, by Brueughel. 

A small miniature painting after Titian, by Stella. 

A curious painting, by Peter Peters Brueughel, the con« 
flagration of Troy — a choice specimen of this scarce 
master. 

A picture by Franks, representing the temptation of St- 
Anthony. 

A picture by old Brueughel, representing a f^te — ^a singu- 
\ax specimen of his first manner. 

Lucas Cranach — The Madonna and Child — highly fin- 
ished. 

A crucifixion, painted upon a gold ground, by Andrea 
Orcagna, a rare and early specimen of Italic art. From 
the Campo Santo di Pisa. 

A lady's portrait, by Cosway. 

Netecher — ^a lady seated, playing on the harpsichord, &c. 

Who cares any thing about such frippery. 
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time out of mind the stale ornaments of a pawn- 
broker's shop 5 or about old Brueughel^ or Stella, 
or Franks^ or Lucas Cranach^ or Netecher, or 
Cosway ? — But at that last name we pause, and 
must be excused if we consecrate to him a petit 
souvenir in our best manner : for he was Fancj*s 
child. All other collectors are fools to him: 
they go about with painful anxiety to find out 
the realities : — he said he had them — ^and in a 
moment made them of the breath of his nostrils 
and the fumes of a lively imagination. His was 
the crucifix that Abelard prayed to— the original 
manuscript of the Rape of the Lock — the dag- 
ger with which Felton stabbed the Duke of 
Buckingham — the first finished sketch of the 
Jocunda — Titian's large colossal portrait of 
Peter Aretine — a mummy of some particular 
Egyptian king. Were the articles authentic? 
— no matter — ^his faith in them was true. What 
a fairy palace was his of specimens of art, anti- 
quarianism, and vertH, jumbled ail together in 
the richest disorder, dusty, shadowy, obscure^ 
with much left to the imagination (how different 
from the finical, polished, petty, perfect, modern- 
ised air of Fonthill ! ) and with copies of the old 
masters, cracked and damaged, which he touched 
and retouched with his own hand, and yet swore 
they were the genuine, the pure originals ! He 
was gifted with a second^sight in such matters : 
he believed whatever was incredible. Happy 
mortal ! Fancy bore sway in him, and so vivid 
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were his Impressions that they included the 
reality in them. The agreeable and the true 
with him were one. He believed in Sweden- 
borgianism — he believed in animal magnetism- 
he had conversed with more than one person 
of the Trinity — ^he could talk with his lady at 
Mantua through some fine vehicle of sense^ as 
we speak to a servant down stairs through an 
ear-pipe. — Richard Cosway was not the man to 
flinch from an ideal proposition. Once^ at an 
Academy dinner^ when some question was made 
whether the story of Lambert's leap was true, 
he started up, and said it was, for he was the 
man that performed it^ — he once assured us, 
that the knee-pan of James I. at Whitehall was 
nine feet across (he had measured it in concert 
with Mr. Cipriani) 5 he could read in the book 
of Revelations without spectacles, and foretold 
the return of Buonaparte from £lba and from 
St. Helena. His wife, the most lady-like of En- 
glish-women, being asked, in Paris, what sore 
of a man her husband was, answered, Toujours 
riant, toujourt got. This was true. He must 
have been of French extraction. His soul had 
the life of a bird ; and such was the jauntiness 
of his air and manner that^ to see him sit to 
have his half-boots laced on, you would fancy 
(with the help of a figure) that, instead of a little 
withered elderly gentleman, it was Venus attired 
by the Graces. His miniatures were not fash- 
ionable — ^they were fashion itself. When more 
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tban ninety, he retired from his profession, and 
used to hold up the palsied right hand that had 
painted lords and ladies for upwards of sixty 
years, and smiled, with unabated good humour, 
at the vanity of human wishes. Take him with 
all his faults or follies, '' we scarce shall look 
upon his like again !" 

After speaking of him, we are ashamed to go 
back to Fonthill, lest one drop of gall should fall 
from our pen. No, for the rest of our way, 
we will dip it in the milk of human kindness, and 
deliver all with charity. There are four or five 
very curious cabinets — a triple jewel cabinet of 
opaque, with panels of transparent amber, dazzles 
the eye like a temple of the New Jerusalem — 
the Nautilus's shell, with the triumph of Nep- 
tune and Amphitrite, is elegant, and the table 
on which it stands superb— the cups, vases, and 
sculptures, by Cellini, Berg, and John of Bologna, 
are as admirable as they are rare — the Berghem 
(a sea-port) is a fair specimen of that master — 
the Poulterer s Shop, by G. Douw, is passable — 
there are some middling Bassans — ^the Sibylla 
Libyca, of L. Caracci, is in the grand style of 
composition — there is a good copy of a head by 
Parmegiano— the painted windows in the centre 
of the Abbey have a surprising effect — the form 
of the building (which was raised by torch-light) 
is fantastical, to say the least — and the grounds, 
which are extensive and fine from situation, are 
laid out with the hand of a master. A quantity 



FONTHILL ABBEY. 299 

of coot, teal, and wild fowl sport in a crysta 
stream that winds along the parkj and their 
dark brown coats, seen in the green shadows 
of the water, have a most picturesque effect. 
Upon the whole, if we were not much pleased 
by our excursion to Fonthill, we were very little 
disappointed ^ and the place altogether is con- 
sistent and characteristic. 



ON 

FLAXMAN'S LECTURES 
ON SCULPTURE. 



Thksb lectures were delivered at the Royal 
Academy in an annual course, instituted expressly 
for that purpose. They are not, on the whole^ 
ill calculated to promote the object for which 
they were originally designed, to guide the taste, 
and stimulate the enquiries of the student 5 but 
we should doubt whether there is much in them 
to interest the public. They may be charac- 
terized as the work of a sculptor by profession — 
dry and hard, a meagre outline, without colour- 
ing or adventitious ornament. The Editor states 
that he has left them scrupulously as he found 
them: there are, in consequence, some faults 
of grammatical construction, of trifling import ; 
and many of the paragraphs are thrown into 
the form of notes, or loose memorandums, and 
read like a table of contents. Nevertheless, 
there is a great and evident knowledge of the 
questions treated of; and wherever there is 
knowledge there is power, and a certain degree 
of interest. It is only a pen guided by inanity 
or affectation that can strip such subjects of 
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instruction and amusement. Otherwise^ the body 
of ancient or of modem art is like the loadstone^ 
to which the soul vibrates, responsive, however 
cold or repulsive the form in which it appears. 
We have, however, a more serious fault to object 
to the present work than the mere defects of 
style, or mode of composition. It is with con- 
siderable regret and reluctance we confess that, 
though it may add to the students' knowledge of 
the art, it will contribute little to the understand- 
ing of it. It abounds in rules rather than prin- 
ciples. The examples, authorities, precepts, are 
full, just, and well-selected. The terms of art 
are unexceptionably applied 3 the dififerent styles 
very properly designated 5 the mean is distin- 
guished from the lofty ; due praise is bestowed 
on the graceful, the grand, the beautiful, the 
ideal ; but the reader comprehends no more of 
the meaning of these qualities at the end of the 
work than he did at the beginning. The tone 
of the lectures is dogmatical rather than philo- 
sophical. The judgment for the most part is 
sound, though no new light is thrown on the 
grounds on which it rests. Mr. flaxman is 
contented to take up with traditional maxims, 
with adjudged cases, with the acknowledged 
theory and practice of art : and it is well that 
he does so ; for when he departs from the ha- 
bitual bias of his mind, and attempts to enter 
into an explanation or defence of first principles, 
the reasons which he advances are often weak, 



302 FLAXMAN*S L£CTURB8 

warped^ insufiicient^ or contradictory. His argu- 
ments are neither solid nor ingenious : they are 
merely quaint and gratuitous. If we were to 
hazard a general opinion^ we should be disposed 
to say that a certain setness and formality^ a 
certain want of flexibility and power^ ran through 
the character of his whole mind. His com- 
positions as a sculptor are classical, — cast in an 
approved mould ; but^ generally speaking, they 
are elegant outlines, — ^poetical abstractions con- 
verted into marble, yet still retaining the essen- 
tial character of words 5 and the professor's 
opinions and views of art, as here collected, ex- 
hibit barely the surface and crust of commonly 
received maxims, with little depth or originality. 
The characteristics of his mind were precision, 
elegance, cool judgment, industry, and a laudable 
and exclusive attachment to the best He wanted 
richness, variety, and force. 

The first lecture, on the history of early British 
Sculpture, will be found to contain some novel 
and curiours information. At its very commence- 
ment, however, we find two instances of perverse 
or obscure reasoning, which we cannot entirely 
pass over. In allusion to the original institution 
and objects of the Royal Academy, the author 
observes that, " as the study of sculpture was at 
that time confined within narrow limits, so the 
appointment of a professorship in that art was 
not required, until the increasing taste of the 
country had given great popularity to the art 
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itself, and native achievements had called on 
the powers of native sculpture to celebrate Bri- 
tish heroes and patriots.** Does Mr. Flaxman 
mean by this to insinuate that Britain had neither 
patriots nor heroes to boast of till after the es-* 
tablishment of the Royal Academy and a little 
before that of the professorship of sculpture? 
If so, we cannot agree with him. It would be 
only a single step farther to assert that the study 
of astronomy had not been much encouraged in 
this country, tiU the discovery of the Georgium 
Sidus was thought to call for it, and for the es- 
tablishment of an observatory at Greenwich ! In 
the next page, the lecturer remarks, '* Fainting 
is honoured with precedence, because design or 
drawing is more particularly and exclusively 
employed in illustration of history. Sculpture 
immediately follows in the enumeration, because 
the two arts possess the same common prin- 
ciples, expressed by painting in colour, and by 
Sculpture in form.** Surely there is here some con- 
fusion, either in the thoughts or in the language. 
First, painting takes precedence of sculpture, 
because it illustrates history by design or form, 
which is common to both ; next sculpture comes 
after painting, because it illustrates by form, 
what painting does not illustrate by form, but 
by colour. We cannot make any sense of this. 
It is from repeated similar specimens that we 
are induced to say that, when Mr. Flaxman rea- 
sons, he reasons ill. 
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After giving a condensed and patriotic sketch 
of the rise and early progress of sculpture in 
our own country, Mr. Flaxman proceeds to trace 
the progress of the art, and the growing passion 
for it among the English, through the reign of 
Henry VII. to the period when its prospects 
were blighted by the Reformation, and many of 
its monuments defaced by the Iconoclastic fury 
of the Puritans and zealots in the time of 
Charles I. The lecturer seems to be of opinion 
that the genius of sculpture in our island was 
arrested in the full career of excellence, and 
when it was approaching the goal of perfection, 
by these two events ; which drew aside the 
public attention, and threw a stigma on the 
encouragement of sacred sculpture ; whereas, it 
would perhaps be just as fair to argue that 
these events would never have happened had it 
not been for a certain indifference in the national 
character to mere outward impressions, and a 
slowness to appreciate, or form an enthusiastic 
attachment to, objects that appeal only to the 
imagination and the senses. We may be in- 
fluenced by higher and more solid principles, — 
reason and philosophy -, but that makes nothing 
to the question. Mr. Flaxman bestows great 
and deserved praise on the monuments of Aylmer 
de Valence, Earl of Pembroke, and Edmund 
Crouchback, in Westminster Abbey, which are 
by English artists, whose names are preserved ; 
but speaks slightingly of the tomb of Henry VII., 
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and his wife in Henry the seventh's chapel, by 
Torregiano ; from whom, on trivial and insuffi- 
cient grounds, he withholds the merit of the 
other sculptures and ornaments of the chapel. 
This IS prejudice, and not wisdom. We think 
the tomb alone will be monument enough to 
that artist in the opinion of all who have seen 
it. We have no objection to, but on the contrary 
applaud, the lecturer's zeal 'to repel the im- 
putation of incapacity from British art, and to 
detect the lurking traces and doubtful prognos- 
tics of it in the records of our early history : 
but we are, at the same time, convinced that te- 
naciousness on this point creates an unfavour- 
able presumption on the other side; and we 
make bold to suhmit, that whenever the national 
capaeity bursts forth in the same favourable and 
striking way in the Fine Arts that it has done 
in so many others, we shall no longer have 
occasion to praise ourselves for what we either 
have done or what we are to do : — the world 
will soon be loud in the acknowledgement of 
it. Works of ornament and splendour must 
dazzle and claim attention at the first sight, or 
they do not answer their end. They are not like 
the deductions of an abstruse philosophy, or 
even improvements in practical a£fairs, which 
may make their way slowly and under-ground. 
They are not a light placed under a bushel, but 
like ''a city set on a hill, that cannot be hid!'* 
To appear, and to be, are with them the same 

X 
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' thing. Neither are we much better satisfied mtii 
the arguments of the learned professor to show 
that the series of statuary in Wells Cathedral is 
of native English workmanship. The difference 
' of style from the tombs of Edward the Confessor, 
and of Henry III., by Italians, can be of little 
weight at a period when the principles of art 
were so unsettled, and each person did the best 
be could, according to his own taste and know*- 
ledge 3 and as to the second bran<^h of the evi- 
dence, viz., that ^ the family name of the Bishop 
is English, Jocelyn Troteman/ it sounds too 
much, like a parody on the story of him who 
wanted to prove his descent from the admirable 
Crichton, by his having a family cup in his 
possession, with the initials A. C. ! 

We dwell the longer and more willingly on 
the details and recollections of the early works 
of which the author speaks so feelingly, as first 
informed with life and sentiment, because all 
relating to that remote period of architecture 
and sculpture exercises a peculiar charm and 
fascination over our minds. It is not art in its 
*'high and palmy state/' with its boasted refine- 
ments about it, that we look at with envy and 
wonder, so much as in its first rude attempts and 
conscious yearnings after excellence. They were, 
indeed, the favoured of the earth, into whom 
genius first breathed the breath of life; who, 
born in a night of ignorance, first beheld the 
sacred dawn of light — those Deucalions of art. 
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who, after the deluge of barbarism and violence 
had subsided, stood alone in the world, and had 
to sow the seeds of countless generations of 
knowledge. We can conceive of some village 
Michael Angelo, with a soul too mighty for its 
tenement of clay, whose longing aspirations 
after truth and good were palsied by the refusal 
of his hand to execute them, — ^struggling to 
burst the trammels and trying to shake off the 
load of discouragement that oppressed him. 
what must be his exultation to see the speaking 
statue, the stately pile, rise up slowly before 
him, — the idea in his mind embodied out of 
nothing, without model or precedent, — to see a 
huge cathedral heave its ponderous weight above 
the earth, or the solemn figure of an apostle 
point from one comer of it to the skies ; to 
think that future ages would, perhaps, gaze at 
the work with the same delight and wonder that 
his own did, and not sufifer bis name to sink 
into the same oblivion as those who had gone 
before him, or as the brutes that perish ; — this 
was, indeed, to be admitted into the communion 
the holiest of holies of genius, and to drink of 
the* waters of life freely ! Art, as it springs from 
the source of genius, is like the act of creation ; 
it has the same obscurity and grandeur about it, 
afterwards, whatever perfection it attains, it be- 
comes mechanical. Its strongest impulse and 
inspiration is derived, not fi'om what it has done, 
but from^hat it has to do. It is not surprising 
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that from this state of anxiety and awe with 
which it regards its appointed task,-— the un- 
known bourne that lies before it, such startling 
revelations of the world of truth and beauty are 
often struck out when one might least expect it^ 
and that art has sometimes leaped at one vast 
bound from its cradle to its grave ! Mr. Flaxman, 
however, strongly inculcates the contrary theory, 
and is for raising up art to its most majestic 
height by the slow and circuitous process of an 
accumulation of rules and machinery. He seems 
to argue that its advance is on a gradually in- 
clined plane, keeping pace and co-extended with 
that of Science $ ' growing with its growth, and 
strengthening with its strength.' It appears to 
us that this is not rightly to weigh the essential 
differences either of science or art ; and that it 
is flying in the face both of fact and argument. 
He says it took sculpture nine hundred or a 
thousand years to advance from its first rude 
commencement to its perfection in Greece and 
£gypt : but we must remember that the greatest 
excellence of the fine arts, both in Greece and 
Italy, and in Holland, was concentrated into 
little more than a century 5 and again, if Art and 
Science were synonymous, there can be no doubt 
that knowledge of anatomy and geometry is morci 
advanced in England in the present day than it 
was at Athens in the time of Pericles $ but is 
our sculpture therefore superior ? The answer to 
this is, "No ', but it ought to be, and it will be," 
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Spare ub, good Mr. Prophesier ! Art cannot be 
transmitted by a receipt^ or theorem^ like science^ 
and cannot therefore be improved cut libitutn. 
It has inseparably to do with individual nature 
and individual genius. 

The Second Lecture is on Egyptian Sculpture^ 
and here Mr. Flaxman displays the same accu- 
rate information and diligent research as before. 
The Egyptian statues, the Sphynx, the Memnon, 
&c., were, as is well known, principally distin- 
gashed for their size, and the immense labour 
and expense bestowed upon them. The critic, 
after justly characterizing their style and merits, 
proceeds : — " Pythagoras, after he had studied 
several years in Egypt, sacrificed a hundred 
oxen in consequence of having discovered that 
a square of the longest side of a right-angled 
triangle is equal to the two squares of the 
lesser sides of the same triangle ; and thence it 
follows that the knowledge of the Egyptians 
could not have been very great at that time in 
geometry. This will naturally account for that 
want of motion in their statues and relievos, 
which can only be obtained by a careful obser- 
vation of nature, assisted by geometry.'* 

This is, we apprehend, one of the weak 
points of Mr. Flaxman*s reasoning. That geo- 
metry may be of great use to fix and ascertain 
certain general principles of the art, we are far 
from disputing; but surely it was no more neces* 
sary for the Egyptian sculptor to wait for the 
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discovery of Pythagoras's problem^ before he 
could venture to detach the arms from the sides^ 
than it was for the Egyptians themselves to 
remain swathed and swaddled up like mummies> 
without the power of locomotion, till Pythagoras 
came up with his geometrical diagram to set 
their limbs at liberty. If they could do this 
without a knowledge of mechanics, the sculptof 
could not help seeing it^ and imperfectly copying 
it; if he had the use of his senses^ or his witd 
about him. The greater probability is that the 
sepulchral statues were done from, or in imita- 
tion of, the mummies ; or that> as the. imitation 
of the variety of gesture or motion is always the 
most difficult, these stiff and monotonous posi- 
tions were adopted (and subsequently adhered 
to from custom) as the safest and easiest. 

After briefly noticing the defects of the Hin« 
doo and other early sculpture, the author pro- 
ceeds to account for the improved practice of 
the Greeks on th^ same formal and mechanical 
principles. " We find," he says> *' upon these, 
authorities (Vitruvius a;nd the elder Pliny), that 
geometry and numbers were employed to ascer- 
tain the powers of motion and proportions ; 
optics and perspective (as known to the ancients) 
to regulate projections, hollows, keeping, dimi- 
nution, curvatures, and general effects in figures^ 
groups, insulated or in relief, with accompani- 
ments; and anatomy, to represent the bones, 
muscles, tendons, and veins, as they appear ^on- 
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the surface of the human body and inferior animals* 
''In this enlightened age, when the circle of 
science is so generally and well understood, — 
when the connection and relation of one hranch 
with another is demonstrated, and their prin* 
ciples applied from necessity and conviction, 
wherever possibility allows, in the liberal and 
mechanical arts, as well as all the other concerns 
of life, — no one can be weak or absurd enough 
to suppose it is within the ability and province 
of human genius, without the . principles of 
science previously acquired,«--&y slight observa- 
tion only, — to become possessed of the forms, 
characters, and essences of- objects, in such a 
manner as to represent them with truth, force, 
and pathos at once! No; we are convinced, 
by reason and experience, that ' life is short, 
and art is longj' and the perfection of all 
human productions depends on the indefatigable 
accumulation of knowledge and labour through 
a succession of ages.'* 

This paragraph, we cannot but think, pro- 
ceeds altogether on a false estimate: it is a 
misdirection to the student. In following up 
the principles here laid down, the artisl*s life 
would not only be short, but misspent. Is there 
no medium, in our critic's view of this matter, 
between a " slight observation ' of nature, and 
scientific demonstration? If so, we will say 
there can be no Fine Art at all : for mere ab- 
stract and formal rules cannot produce truth. 
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force^ and pathos in individual forms 3 and it is 
equally certain that " slight observation*' will 
not answer the end, if all but learned pedantry 
is to be accounted casual and saperficiaL This 
is to throw a slur on the pursuit, and an impedi- 
ment in the way of the art itself. 

Mr. Flaxman seems here to suppose that our 
observation is profound and just, not according 
to the delicacy, comprehensiveness or steadiness^ 
of the attention we bestow upon a given object, 
but depends on the discovery of some other 
object, which was before hid ; or on the inter- 
vention of mechanical rules, which supersede 
the exercise of our senses and judgments, — as 
if the outward appearance of things was cour 
cealed by a film of abstraction, which could only 
be removed by the spectacles oi books. Thus, 
anatomy is said to be necessary '* to represent 
the bones, muscles, tendons, and veins, as they 
appear on the surface of the human body;*' so 
that it is to be presumed that the anatomist, 
when he has with his knife and instruments laid 
bare the internal structure of the body, sees at 
a glance what he did not before see 3 but that 
the artist, after poring over them all his life, 
is blind to the external appearance of veins, 
muscles, &c., till the seeing of what is concealed 
under the skin enables him, for the first time^ 
to see what appears through it. 

We do not deny that the knowledge of the 
internal conformation helps to explain and to 
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determine tbe meaning of the outward appear- 
ance -y what we object to as unwarrantable and 
pernicious doctrine is substituting the one pro- 
cess for the other, and speaking slightly of the 
study of nature in the comparison. It shows 
a want of faith in the principles and purposes 
of the Art itself^ and a wish to confound and 
prop it up with the grare mysteries and formal 
pretensions of Science 5 which is to take away 
its essence and its pride. The student who sets 
to work under such an impression may accumu- 
late a great deal of learned lumber^ and envelope 
himself in diagrams, demonstrations, and the 
whole circle of the sciences; but while he is 
persuaded that the study of nature is but a 
" slight" part of his task, he wiD never be able 
to draw, colour, or express a single object, 
further than this can be done by a rule and 
compasses. The crutches of Science will not 
lend wings to Genius. 

Suppose a person were to tell us that, if he 
pulled off his coat and lajid bare his arm, this 
would give us (with all the attention we could 
Ibestow upon it) no additional insight into its 
form, colour, or the appearance of veins and 
muscles on the surface, unless he at the same 
suffered us to Jlay it; should we not laugh in 
his face, as wanting common sense, or conclude 
that he was laughing at us ? So the late Pro- 
fessor of sculpture lays little stress, in accounting 
for the progress of Grecian art, on the perfection 
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which the human form acquired^ and the oppor<« 
tunities for studying its varieties and moyements 
m the Olympic exercises, but considers the 
whole miracle as easily solved, when the anato- 
mist came with his probe and ploughed up the 
surface of the flesh, and the geometrician came 
with his line and plummet, and demonstrated the 
centre of gravity. He sums up the question in 
these words : " In the early times of Greece, 
Pausanias informs us, the twelve gods were 
worshipped in Arcadia, under the forms of rude 
stones ; and before Daedalus, the statues had 
eyes nearly shut, the arms attached to their sides, 
and the legs close together 5 but as geometry, 
mechanics^ arithmetic, and anatomy improved, 
painting and sculpture acquired action, proportion, 
and detailed partis* As to the slight account of 
the immediate observation of visible objects, the 
point may be settled by an obvious dilemma ; 
either the eye sees the whole of any object before 
it, or it does not. If it sees and comprehends 
the whole of it, with all its parts and relations, 
then it must retain and be able to give a faithful 
and satisfactory resemblance, without calling in 
the aid of rules or science to prevent or correct 
errors and defects 5 just as the human face or 
iorm is perfectly represented in a looking-glass. 
But if the eye sees only a smaU part of what any 
risible object contains in it, — ^has only a glim- 
mering of colour, proportion, expression, &c., 
tien this incipient and imperfect knowledge may 
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-be improved to an almost infinite degree^ by 
close attention^ by study and practice, and by 
tsomparing a succession of objects with one an- 
other> which is the proper and essential province 
of the artist, independently of abstract rules or 
science. On further observation we notice many 
details in a face which escaped us at the first 
glance; by a study of faces and of mankind 
practically, we perceive expressions which the 
generality do not perceive ; but this is not done 
by rule. The fallacy is in supposing that all 
that the first naked or hasty observation does not 
give is supplied by science and general theories^ 
and not by a closer and continued observation 
of the thing itself, so that all that belongs to 
the latter department is necessarily casual and 
slight. 

Mr. Flaxman enforces the same argument by 
quoting the rules laid down by Vitruvius for 
ascertaining the true principles of form and mo- 
tion. This writer says, that if a man lies on his 
back, his arms and legs may be so extended 
that a circle may be drawn round, touching the 
extremities of his fingers and toes, the centre of 
which circle shall be his navel: also, a man 
standing upright, the length of his arms, when 
fully extended^ is equal to his height ; thus that 
the circle and the square equally contain the 
general form and motion of the human figure. 
Prom these hints, and the profound mathema- 
tical train of reasoning with which Lionardo 
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da Vinci bas pursued the subject, tbe autbor 
adds tbat a complete system of tbe principles 
followed by tbe ancient Greek sculptors may be 
drawn out : tbat is to say tbat, because all tbe 
inflections of figure and motion of wbicb tbe 
human body is susceptible are contained within 
tbe above-mentioned circle or square, tbe know* 
ledge of this formal generality includes a know- 
ledge of all tbe subordinate and implied parti- 
culars. Tbe contortions of tbe Laocoon, tbe 
agony of tbe Children, tbe look of tbe Dying 
Gladiator, tbe contour of tbe Venus, tbe grace 
and spirit of tbe Apollo, are all, it seems, con- 
tained within the limits of tbe circle or tbe 
square! Just as well might it be contended 
tbat, having got a square or oval frame, of tbe 
size of a picture by Titian or Vandyck, every one 
is qualified to paint a face within it equal in 
force or beauty to Titian or Vandyck ! 

In the same spirit of a determination to make 
Art a handmaid attendant upon Science, tbe 
author thus proceeds : *' Fliny says, lib. xxxiv. 
cap. 8., Leontius, the contemporary of Phidias, 
first expressed tendons and veins — prtmui nemos 
et venas expresdt — ^which was immediately after 
the anatomical researches and improvements of 
Hippocrates, Democritus, and their disciples; 
and we shall find, in the same manner, all the 
improvements in art followed improvements in 
science.*' Yet almost in the next page, Mn 
Haxman himself acknowledges that even in the 
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best times of Grecian sculpture, and the era of 
Phidias and Praxiteles^ dissections were rare^ 
and anatomy very imperfectly understood^ and 
cites '^ the opinion of the learned Professor of 
Anatomy^ that the ancient artists owed much 
more to the study of living than dead bodies.'* 
Sir Anthony Carlisle, aware of the deficiences of 
former ages in this branch of knowledge, and 
yet conscious that he himself would be greatly 
puzzled to carve the Apollo or the Venus, very 
naturally and wisely concludes that the latter 
depends upon a course of study, and an acquaint- 
ance with forms very different from any which 
he possesses. It is a smattering and affectation 
of science that leads men to suppose that it is 
capable of more than it really is, and of supply- 
ing the undefined and evanescent creations of 
art with universal and infallible principles. 
There cannot be an opinion more productive 
of presumption and sloth. The same turn of 
thought is insisted on in the fourth lecture on 
Science ; nearly the whole of which, indeed, is 
devoted to a fuller developement and exempli- 
fication of what appears to us a servile prejudice, 
though it would be unjust to Mr. Fiaxman to 
suppose and to insinuate that he is without a 
better sense and better principles of art, when- 
ever he trusted to his own feelings and expe- 
rience, instead of being hood-winked by an idle 
theory. 

The Lecturer bestows due and eloquent praise 
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on the horses in the Elgin collection, which he 
supposes to have been done under the superin- 
tendence and probably from designs by Phidias; 
but we are sorry he has not extended his eulo^ 
gium to the figure of the Theseus, which appears 
to us a world of grace and grandeur in itself 
and to say to the sculptor's art, *^ Hitherto shah 
thou come, and no further ! " What went be- 
fore it was rude in the comparison ; what came 
after it was artificial. It is the perfection of 
style, and would have afforded a much better ex- 
emplification of the force and meaning of that 
term than the scbool-boy definition adopted in 
the lecture on this subject; namely, that as 
poets and engravers use a stylos, or style, to ex- 
ecute their works, the name of the instrument 
was metaphorically applied to express the article 
itself. Style properly means the mode of repre- 
senting nature 3 and this again arises from the 
various character of men's minds, and the infi- 
nite variety of views which may be taken of 
nature. After seeing the Apollo, the Hercules, 
and other celebrated works of antiquity, we 
seem to have exhausted our stock of admiration, 
and to conceive that there is no higher perfec- 
tion for sculpture to attain, or to aspire to. 
But, at the first sight of the Elgin Marbles, we 
feel that we have been in a mistake, and the an- 
cient objects of our idolatry fall into an inferior 
class or style of art. They are comparatively, and 
without disparagement of their vast and almost 
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superhuman merits stuck-up gods and goddesses. 
But a new principle is at work in the others; 
which we had not seen or felt the want of before 
(not a studied tricky or curious refinement^ but 
an obvious truths arising from a more intimate 
acquaintance with^ and firmer reliance on^ na* 
ture) ; a principle of fusion^ of motion^ so that 
the marble flows like a wave. The common 
antiques represent the most perfect forms and 
proportions^ with each part perfectly understood 
and executed 5 every thing is brought out, every 
thing is made as exquisite and imposing as it 
can be in itself 3 but each part seems to be cut 
out of the marble^ and to answer to a model of 
itself in the artistes mind. But in the fragment 
of the Theseus, the whole is melted into one 
impression^ like wax 3 there is all the flexibility^ 
the malleableness of flesh ; there is the same 
alternate tension and relaxation ; the same sway 
and yielding of the parts ; * the right hand knows 
what the left hand doeth 5' and the statue bends 
and plays under the framer*s mighty hand and 
eye^ as if, instead of being a block of marble^ it 
was provided with an internal machinery of 
nerves and museles^ and felt every the slighest 
pressure or motion from one extremity to the 
other. This^ then, is the greatest grandeur of 
style, from the comprehensive idea of the whole^ 
jomed to the greatest simplicity, from the entire 
union and subordination of the parts. There is 
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no ostentation^ no stiffness^ no oyer-laboured 
finishing. Every thing is in its place and de- 
gree^ and put to its proper use. The greatest 
power is combined with the greatest ease 5 there 
is the perfection of knowledge, with the total 
absence of a conscious display of it. We find 
so little of an appearance of art or labour that 
we might be almost tempted to suppose that the 
whole of these groups were done by means of 
eoMti from fine nature 5 for it is to be observed 
that the commonest cast from nature has the 
same style or character of union, and re-action 
of parts, being copied from that which has life 
and motion in itself. What adds a passing gleam 
of probability to such a suggestion is that these 
statues were placed at a height where only the 
general effect could be distinguished, and that 
the back and hinder parts, which are just as 
scrupulously finished as the rest, and as true to 
the mould of nature, were fixed against a wall 
where they could not be seen at all ; and where 
the labour (if we do not suppose it to be in a 
great measure abridged mechanically) was wholly 
thrown away. However, we do not lay much 
stress on this confiideration 5 for we are aware 
that " the labour we delight in physics pain,** 
and we believe that the person who could do the 
statue of the Theseus would do it, under all cir- 
cumstances, and without fee or reward of any 
kind. 

We conceive that the Elgin Marbles settle 
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anotber disputed point of vital interest to the 
arts. Sir Joshua Reynolds contends^ among 
others, that grandeur of style consists in giving 
only the trnmes, and leaving out the details. The 
statues we are speaking of repudiate this doc- 
trine, and at least demonstrate the possibility of 
uniting the two things, which had been idly 
represented to be, incompatible, as if they were 
not obviously found together in nature. A great 
number of parts may be collected into one mass ; 
as, on the other hand, a work may equally want 
minute details, or large and imposing masses. 
Suppose all the light to be thrown on one side 
of a face, and all the shadow on the other -, the 
chiaroscuro may be worked up with the utmost 
delicacy and pain& in the one, and every vein or 
freckle distinctly marked on the other, without 
destroying the general effect — ^that is, the two 
broad masses of light and shade. Mr. flaxman 
takes notice that there were two eras of Grecian 
art before the time of Pericles and Phidias, when 
it was at its height. In the first, they gave only 
a gross or formal representation of the objects j 
so that you could merely say, ' This is a man, 
that IS a horse.* To this clumsy concrete style 
succeeded the most elaborate finishing of parts, 
without selection, grace, or grandeur. ' Elaborate 
finishing was soon afterwards* [after the time of 
Doedalus and his scholars] ' carried to excess ; 
undulating locks and spiral knots of hair like 
shells, as well as the drapery, were wrought with 
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the most elaborate care and exactness ; whilst 
the tasteless and barbarous character oi the face 
and limbs remained much the same as in former 
times.' This was the natural course of things^ 
to denote first the gross object^ then to run 
mto the opposite extreme, and give none but 
the detached parts. The difficulty was to unite 
the two in a noble and comprehensive idea of 
nature. 

We are chiefly indebted, for the information 
or amusement we derive from Mr. Flaxman*s 
work, ti the historical details of his subject. 
We cannot say that he has removed any of the 
doubts or stumbling-blocks in our way, or ex- 
tended the land-marks of taste or reasoning. 
We turned with some interest to the Lecture 
on Beauty ; for the artist has left specimens of 
this quality in several of his works. We were 
a good deal disappointed. It sets out in this 
manner : * That beauty is not merely an imaginary 
quality, but a real essence, may be inferred from 
the harmony of the universe y and the perfection 
of its wondrous parts we may understand ^m 
all surrounding nature ; and in this course of 
observation we find that man has more of 
beauty bestowed on him as he rises higher in 
creation.* The rest is of a piece with this 
exordium, containing a dissertation on the 
various gradations of being, of which man is 
said to be at the top, — on the authority of 
Socrates, who argues ' that the human form is 
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the most perfect of all forms, because it contains 
in it the principles and powers of all inferior 
forms.* This assertion is either a flat contradic- 
tion of the fact, or an antique riddle, which we 
do not pretend to solve. Indeed, we hold the 
antients, with all our veneration for them, to 
have been wholly destitute of philosophy in 
this department ; and Mr. Flaxman, who was 
taught when he was young to look up to them 
for light and instruction in the philosophy of 
art, has engrafted too much of it on his lectures. 
He defines beauty thus : ' The most perfect 
human beauty is that most free from deformity, 
either of body or mind, and may be therefore 
defined — ^The most perfect soul in the most per- 
fect body.* In support of this truism, he strings 
a number of quotations together, as if he were 
stringing pearls: 

* In Plato's dialogue concerning' the beautiful, 
he shows the power and influence of mental 
beauty on covporeal ; and in his dialogue, enti- 
tled ''The greater Hippias,** Socrates observes 
in argument, ''That as a beautiful vase is infe- 
rior to a beautiful horse, and as a beautiful horse 
is not to be compared with a beautiful virgin, 
in the same manner a beautifial virgin is inferior 
in beauty to the immortal Gods ; for,** says he> 
*' there is a beauty incorruptible^ ever the same.'* 
It is remarkable that, immediately after, he says, 
" Phidias is skilful in beauty. '* Aristotle, the 
scholar of Plato, begins his Treatise on Morala 
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tbns :•— '' Every art^ every method and institution, 
every action and council^ seems to seek some 
good 5 therefore the* ancients pronounced the 
beautiful to be good.'* Much^ indeed^ might be 
collected from this philosopher's treatises on 
morals^ poetics^ and physiognomy^ of the greatest 
importance to our subject ; but for the present 
we shall produce only two quotations from 
Xenophon's Memorabilia, which contain the im- 
mediate application of these principles to the 
arts of design. In the dialogue between Socrates 
and the sculptor Clito^ Socrates concludes that 
'^Statuary must represent the emotions of the 
soul by form ;'* and in the former part of the 
same dialogue^ Parrhasius and Socrates agree 
that "the good and evil qualities of the soul 
may be represented in the figure of man by 
painting.** In the applications from this dialogue 
to our subject, we must remember, philosophy 
demonstrates that rationality and intelligence, 
although connected with animal nature, rise 
above it, and properly exist in a more exalted 
state. From such contemplations and maxims, 
the ancient artists sublimated the sentiments of 
their works, expressed in their choicest forms 
of nature ; thus they produced their divinities, 
heroes, patriots, and philosophers, adhering to 
the principle of Plato, that " nothing is beautiful 
which is not good ;** it was this which, in ages 
of polytheism, and idolatry, still continued to 
enforce a popular impression of divine attributes 
and perfection.** 
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If the ancient sculptors had had nothing but 
such maxims and contemplations as these to 
assist them in forming their statues, they would 
have been greatly to seek indeed ! Take these 
homilies on the Beautiful and the Good, together 
with Euclid's Elements, into any country town 
in England, and see if you can make a modern 
Athens of it. The Greek artists did not learn to 
put expression into their works, because Socrates 
had said that ' statuary must represent the emo- 
tions of the soul by form;' but he said that 
they ought to do so because he had seen it done 
by Phidias and others. It was from the diligent 
study and contemplation of the ' choicest forms 
of nature,' and from the natural love of beauty 
and grandeur in the human breast, and not from 
^shreds and patches' of phil6sophy, that they 
drew their conceptions of Gods and Men. Let 
us not, however, be thought hard on the meta- 
physics of the ancients : they were the first to 
propose these questions, and to feel the curiosity 
and the earnest desire to know what the beautiful 
and the good meant. If the will was not tanta- 
mount to the deed, it was scarcely their fault > 
and perhaps, instead of blaming their partial 
JBUccess, we ought rather to take shame to our- 
selves for the little progress we have made, and 
the dubious light that has been shed upon such 
questions since. If the professor of sculpture 
had sought for the principles of beauty in the 
antique statues, instead of the schoUa of the 
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commentators^ he probably might have found 
it to resolve itself (according^ at leasts to their 
peculiar and favourite view of it ) into a certain 
symmetry of form^ answering, in a great mea- 
8ure> to harmony of colouring, or of musical 
sounds. We do not here affect to lay down a 
metaphysical theory, but to criticise an historical 
fact. We are not bold enough to say that 
beauty in general depends on a regular grada- 
tion and correspondence of lines^ but we may 
safely assert that Grecian beauty does. If we 
take any beautiful Greek statue, we shall find 
that^ seen in profile, the forehead and nose form 
J nearly a perpendicular straight line ; and that^ 
finely turned at that point, the lower part of the 
face falls by gentle and almost equal curves to 
the chin. The cheek is full and round, and the 
outline of the side of the face a general sloping 
line. In front, the eye-brows are straight, or 
greatly curved; the eyelids full and round to 
match, answering to that of Belphoebe, in 
Spenser — 

'Upon her eye-brows many graces sat. 
Under the shadow of her eren hrows :' 

The space between the eye-brows is broad, 
and the two sides of the nose straight, and 
nearly parallel ; the nostrils form large and dis- 
tinct curves ; the lips are full and even, the 
comers being large ; the chin is round and rather 
short, forming, with the two sides of the face. 



ON SCULPTURE. 327 

a regular oval. The opposite to this^ the Grecian 
model of beauty is to be seen in the contour and 
features of the African face^ where all the lines> 
instead of corresponding to^ or melting into, one 
another, in a kind of rhythmus of form^ are sharp, 
angular, and at cross purposes. Where strength 
and majesty were to be expressed by the Greeks, 
they adopted a greater squareness, but there was 
the same unity and correspondence of outline. 
Greek grace is harmony of movement. The 
ideal may be regarded as a certain predominant 
quality or character (this may be ugliness or 
deformity as well as beauty, as is seen in the 
forms of fauns and satyrs) diffused over all the 
parts of an object, and carried to the utmost 
pitch that our acquaintance with visible models, 
and our conception of the imaginary object, will 
warrant. It is extending our impressions far- 
ther, raising them higher than usual, from the 
actual to the possible,* How far we can enlarge 
our discoveries from the one of these to the 
other is a point of some nicety. In treating on 
this question, our author thus distinguishes the 
natural and the ideal styles : 

*' The natural style may be defined thus : a 
representation of the human form, according to 

* Verse and poetry has its source in this principle ; it 
is the harmony of the soul imparted from the strong im- 
pulse of pleasure to language and to indifferent things ; as 
a person hearing music walks in a sustained and mea- 
sured step oyer uneyen ground. 
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the distinction of sex and tige, in action or 
repose, expressing the affections of the souL 
The same words may be used to define the ideal 
style^ but they must be followed by this addition 
— selected from such perfect examples as may or- 
cite in our minds a concep^n of the pretematuraL 
By these definitions will be understood that the 
natural style is peculiar to humanity^ and the 
ideal to spirituality and divinity.*' 

We should be inclined to say that the female 
divinities of the ancients were Goddesses because 
they were ideals rather than that they were ideal 
because they belonged to the class of Goddesses ; 
*' By their own beauty they were deified :** of the 
difficulty of passing the line that separates the 
actual from the imaginary world some test may 
be formed by the suggestion thrown out a little 
way back ; viz, that the ideal is exemplified in 
systematizing and enhancing any idea, Whether of 
beauty or deformity, as in the case of the fauns 
and satyrs of antiquity. The expressing of 
depravity and grossness is produced here by 
approximating the human face and figure to 
that of the brute ; so that the mind runs along 
this line from one to the other, and carries the 
wished-for resemblance as far as it pleases. But 
here both the extremes are equally well-known, 
equally objects of sight and observation 5 in so 
much that there might be a literal substitution 
of the one for the other ; but, in the other case, 
of elevating character and pourtraying Gods aa 



ON SCULPTURB, 329 

men^ one of the extremes is missing ; and the 
combining of the two is combining a i)Ositive 
image with an unknown abstraction. To re- 
present a Jupiter or Apollo> we take the best 
species (as it seems to us)^ and select the best 
of that species : how we are to get beyond that 
best, without any g^ven form or visible image to 
' refer to^ it is not easy to determine. The ideal, 
according to Mr. Flaxman^ is the 'scale by which 
to heaven we do ascend ;' but it is a hazardous 
undertaking to soar above reality^ by embodying 
an abstraction. If the ancients could have seen 
the immortal Gods^ with their bodily sense (as 
it was said that Jupiter had revealed himself to 
Fhidias)> they might have been enabled to give 
some reflection or shadow of their countenances 
to their human likenesses of them : otherwise 
poetry and philosophy lent their light in vain. 

It is true, we may magnify the human figure 
to any extent we please^ for that is a mechanical 
affair 3 but how we are to add to our ideas of 
grace or grandeur, beyond any thing we have 
ever seen, merely by contemplating grace and 
grandeur that we have never seen, is quite 
another matter. If we venture beyond the 
highest point of excellence of which we have 
iany example, we quit our hold of the natural, 
without being sure that we have laid our hands 
on what is truly divine ; for that has no earthly 
image or representative — nature is the only rule 
or 'le^slator.* We may combine existing 
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qualities^ but this must be consistently, that is^ 
such as are found combined in nature. Repose 
was given to the Olympian Jupiter to express 
majesty ; because the greatest power was found 
to imply repose, and to produce its effects with 
the least effort. Minerva, the Goddess of Wis- 
dom, was represented young and beautiful -, 
because wisdom was discovered not to be con- 
fined to age or ugliness. Not only the individual 
excellencies, but their bond of union, were 
sanctioned by the testimony of observation and 
experience. Bacchus is represented with fiiU, 
exuberant features, with prominent lips, and a 
stem brow, as expressing a character of pleni- 
tude and bounty, and the tamer of savages and 
wild beasts. But this ideal conception is carried 
to the brink 3 the mould is full, and, with a very 
little more straining, it would overflow into 
caricature and distortion. Mercury has wings, 
which is merely a grotesque and fanciful com- 
bination of known images. Apollo viras described 
by the poets (if not represented by the statuary) 
with a round jocund face, and golden locks, in 
allusion to the appearance of rays of the sun. 
This was an allegory, and would be soon turned 
to abuse in sculpture or painting. Thus we see 
how circumscribed and uncertain the province 
of the ideal is, when once it advances from the 
most perfect nature to spirituality and divinity ! 
We suspect the improved Deity often fell short 
of the heroic original ; and the Venus was only 
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the most beautiful woman of the time, i;nth 
diminished charms and a finer name added to 
her. With respect to ideal expression^ it is 
superior to common every-day expression, no 
doubt 'y that is, it must be raised to correspond 
with lofty characters placed in striking situa- 
tions ', but it is tame and feeble compared with 
what those characters would exhibit in the sup- 
posed circumstances. The expressions in the 
Incendio del Borgo are striking and grand ; but 
could we see the expression of terror in the com- 
monest face in real danger of being burnt to 
death, it would put all imaginary expressions to 
shame and flight. 

Mr. Flaxman makes an attempt to vindicate 
the golden ornaments, and eyes of precious stones, 
in the ancient statues, as calculated to add to the 
awe of the beholder, and inspire a belief in their 
preternatural power. In this point of view, or 
as a matter of religious faith, we are not tena- 
cious on the subject, any more than we object 
to the wonder-working images and moving eyes 
of the patron saints in popish churches. But 
the question, as it regards the fine arts in gene- 
ral, is curious, and treated at some length, and 
with considerable intricacy and learning, by the 
Lecturer. 

He observes that adding fiesh*colour to statues 
gives an appearance of death to them, becatue 
the colour of Ufe without motion argues a susperi" 
sion of the vital powers. The same might be said 
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of pictures which have colour without motion ; 
but who would contend that, because a chalk 
drawing has the tints of flesh (denoting circula- 
tion) superadded to it, this gives it the appear- 
ance of a person in fits, or of death ? On the 
contrary. Sir Joshua Reynolds makes it an ob^ 
' jection to coloured statues that, as well as wax- 
work, they were too much like life. This was 
always the scope and 'butt-end* of his theories 
and rules on art, that it should avoid coming in 
too close contact with nature. Still we are not 
sure that this is not the true reason, vix, that 
the imitation ought not to amount to a decep- 
tion, nor be effected by gross or identical means. 
We certainly hate all wax*work, of whatever 
description ; and the idea of colouring a statue 
gives us a nausea ; but, as is the case with most 
bigoted people, the clearness of our reasoning 
does not keep pace with the strength of our pre- 
judices. It is easy to repeat that the object of 
painting is colour and form, while the object 
of sculpture is form alone j and to ring the 
changes on the parity, severity, and abstract truth 
of sculpture. The question returns as before : 
why should sculpture be more pure, more se- 
vere, more abstracted, than any thing else } The 
only clue we can suggest is that, from the im- 
mense pains bestowed in sculpture on mere form, 
or in giving solidity and permanence, this pre- 
dominant feeling becomes an exclusive and un- 
sociable one, and the mind rejects every addition 
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of a more fleeting or superficial kind as an ex- 
crescence and an impertinence. The form is 
hewn out of the solid rock j to tint and daub it 
over with a flimsy^ perishable substance is a 
mockery and a desecration^ where the work it- 
self is likely to last for ever. A statue is the 
utmost possible developement of form 3 and that 
on which the whole powers and faculties of the 
artist have been bent. It has a rights then^ by 
the laws of intellectual creation^ to statid alone 
in that simplicity and unsullied nakedness in 
which it has been wrought. Tangible form (the 
primary idea) is blind, averse to colour. A sta- 
tue, if it were coloured at all, ought to be inlaid, 
that is, done in Mosaic, where the colour would 
be part of the solid materials. But this would be 
an undertaking beyond human power. Where 
art has performed all that it can do, why require 
it to begin its task again } Or if the addition is 
to be made carelessly and lightly, it is unworthy 
of the subject. Colour is at best the mask of 
form : paint on a statue is like paint on a real 
face, — ^it is not of a piece with the work, it does 
not belong to the face^ and justly obtains the 
epithet of meretricious, 

Mr. Flaxman, in comparing the progress of 
ancient and modem sculpture, does not shrink 
from doing justice to the latter. He gives the 
preference to Scriptural over classical subjects ; 
and, in one passage, seems half inclined to turn 
short round on the Greek mythology and mo- 
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rality^ and to treat all these heathen gods and 
goddesses as a set of very improper people : — 
as to the Roman bas-reliefs, triumphs and pro-* 
cessions, he dismisses them as no better than so 
many vulgar, ' military gazettes.* He, with due 
doubt and deference, places Michael Angelo 
almost above the ancients. His statues will not 
bear out this claim ; and we have no sufficient 
means of judging of their paintings. In his se- 
parate groups and figures in the SisHne Chapel, 
there is, indeed, we think, a conscious vastness 
of purpose, a mighty movement, like the breath 
of Creation upon the waters, that we see in no 
other works, ancient or modem. The forms of 
his Prophets and Sibyls are like motllds of 
thought Mr. Flaxman is also strenuous in his 
praises of the Last Judgment ; but on that we 
shall be silent, as we are not converts to his 
opinion. Michael Angelo*s David and Bacchus, 
done when he was young, are clumsy and un- 
meaning ^ even the grandeur of his Moses is con- 
fined to the horns and beard. The only works 
of his in sculpture, which sustain Mr. Flaxman's 
praise, are those in the chapel of Lorenzo de 
Medici at Florence j and these are of undoubted 
force and beauty. 

After the glossiness, and splendour, and gor- 
geous perfection of Grecian art, the whole seems 
to sink into littleness and insignificance, com- 
pared with the interest we feel in the period of 
its restoration, and in the rude but mighty ef- 
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forts it made to reach to its former height and 
grandeur 5 — with more anxious thoughts, and 
with a more fearful experience to warn it — ^with 
the ruins of the old world crumhling around it, 
and the new one emerging out of the gloom of 
Gothic barbarism and ignorance — ^taught to look 
from the outspread map of time and change be- 
yond it — and, if less critical in nearer objects, 
commanding a loftier and more extended range, 
like the bursting the bands of death asunder, or 
the first dawn of light and peace after darkness 
and the tempest ! 



THE END. 



i. BEKSLET, PBINTBR, WOKING. 



APPENDIX I. 



CATALOGUE OF THE PICTURES 



IM TBM 



NATIONAL GALLERY. 



No. 



Tula of Pietiir*. 



Pmomi) by 



I. 

2. 

3. 
4. 
5. 
6. 

7. 
8. 

9- 
10. 

11. 
13. 
IS. 
14. 

15. 
16. 

17. 

18. 
19. 

20. 

21. 
22. 
23. 



The Raising of Lasarus •[ 

Landscape — Reeonciliatioa of Cepha- 1 

lu8 avd Proem J 

A Mu8ic*maater and Pupils 

A Holy Family «...^.. .......... 

Italian Sea-port at Sirniet 

Landscape — Stnon brought before \ 

Priam (The CAigi Claude) J 

Study or Heads 

Michael Angelo's Dream 

Christ appearing to Peter 

Mercury instracting Cupid in the) 

presence of Venus j 

St. Jerome 

A Landscape — Rebecca awaiting Isaac 

A Holy Family 

Sea-port — Embarkation of the Queen \ 

of Sheba J 

The " Ecce Homo " 

St. George and the Dragon : . . . 

The Holy Family { 

Christ ^puting with the doctors .... 

Landscape — Narcissus 

Portraits of GMdinal Hippolito deM 
Medici and of Sebastiaadel Piombe / 

Portrait of a Lady 

A Dead Christ with Angels 

The Holy FasiUf (La Viergeau 



Michael Astgelo and Se- 
bastian del Piotnbo, 

Claude, 

TUian, 



Claude, 



Correggio. 
Michael Angelo, 
Annibal Caracei. 

Correggio, 

Quido Beni, 

Claude. 

Murillo, 

Claude. 

Correggio, 
Tintoretto. 
Andrea del Sarto, ot 

one of hie pupite. 
L. da Vinei. 
Claude. 

Sebastian del Piombo. 

C. A. Bronzino. 

Ouerdno, 

Correggio* 



APPENDIX. 



No 



TiO« of Pieisn 



Paioud 



S4. 
35. 
10. 
S7. 
S8. 
S9. 
SO. 
SI. 
-3S. 
33. 
34. 
SS. 
30. 

37. 

38. 

40. 
41. 
43. 
43. 
44. 
45. 
40. 

47. 
48. 
49. 
50. 



51. 
53. 
53. 
54. 
55. 
56. 

57. 

58. 

5g. 

60. 

01. 

03. 
03. 

04. 
05. 
00. 

07. 

08. 
09. 
70. 
71. 
73. 
78. 
74. 
75. 

70. 



% 



Portrait of Giuiia Gonxaga 

St. John in the WildemcM 

The Conaeeration of St. Nicholas .... 

Portrait of Pope Julius II 

Susanna and the Elders 

The HoIt Familf (Madonna del Qaito) 

The Embarkation of SL Ursula 

A Luidseape-^Abraham and Isaac. . . . 

The Rape of Ganymede 

The Vision of St. Jerome 

Venus and Adonis 

Bacchus and Ariadne 

A Land-storm 

A Study of Heads 

The Rape of the Sabines 

The Nursing of Bacchus 

A Classical Landscape 

The Martyrdom of Peter the Dominican 

A Bacchanalian Scene 

Christ taken down from the Cross .... 

Charity 

The Woman taken in Adultery 

Peace driving away the Horrors of War 

The Adon^on of the Shepherds 

Landscape— Tobias and the Angel. . . . 

The Portrait of Rubens 

The Emperor Theodosius refused ad 

mittance into the Church by St 

Ambrose 

A Portrait of a Jew Merchant 

Portrait of Cornelius Vander Geest. . . . 
Evening; with Cattle and Figures .... 

A Woman Bathing 

A Landscape— Death of Procris 

A Landscape with Figures 

St. Bavon 

Study from Nature 

The Brazen Serpent 

The building of the Tower of Babel . . 
A Landscape — ^The Annunciation .... 

A Bacchanalian Dance 

A I.4uidscape— Prince Giustiniani re- 1 

turning from a Hunting. Party. . .. / 
A Landscape — Return of the Ark .... 

CephaJus and Aurora 

Rubens' Chateau— A Landscape 

The Holy Family, with St. George, a -t 

Female Saint and Angels / 

View near Albano 

St. John Preaching.. . .* 

Cornelia and her Children 

Morning— A Landscape 

Landscape, with Tobias and the Angel 

The Conversion of St. Paul 

A Spanish Peasant Boy 

A Landscape, with St. George andl 

the Dragon / 

Christ Praying in the Garden 

The Stoning of St. Stephen. 



8^»agtiain del Piomb^, 

Annibal Caraeei. 

Paul Veronese. 

Raphael. 

Ludotneo Caracci, 

Baroccio, 

Claude. 

Oaepar Potutm, 

Titian. 

Parmegumo, 

Titian, 



Oaepar Pomsein. 
Correggio. 
Rubens. 
Nicholas Poussin. 



Oiorgione. 

Nicholas Poussin. 

Rembrandt, 

Qi$Uio Romano. 

Rembrandt, 

Rubens. 

Rembrandt, 

Domenichino, 

Vandjike, 



Rembrandt. 

Vandyke. 

Cuyp. 

Rembrandt, 

Claude. 

Annibal Caracci. 

RtUfens, 

Claude. 

Rubens. 

L. Bassano, 

Claude. 

Nicholas Poussin. 

Annibal Caracci. 

S. Bourdon, 
Nicholas Poussin. 
Rubens, 



Cktspar Poussin. 

Pietro Francesco Mola. 

Paduanino. 

Jan Both. 

Rembrandt. 

Ercole da Ferrara. 

MurUlo, 

Domenichino. 

[After"} Correggio. 
Domeniehino. 



NATIONAL GALLERT. 



m 



No. 



Tid» of Picaiw. 

The Holy Familj 

The Graees 

The Market Cart 

The Vision of St. AngostiDe 

Holy FamilT 

Phineaa and hit followers turned to 1 
stone, at the sight of the Grorgon. . J 

Mercury and the Woodman 

St. Jerome with the Angel 

The Entombment of Christ 

Perseus and Andromeda 

Erminia discoyenng the Shepherds, < 

Portraits of Ferdinand de Medieis,\ 

and his Wife / 

Venus attired by the Graces ... 

Antiope sleeping, surprised by Jupiter 

Cupid and Psyche 

Silenus 

Pan teaching Bacchus to play 

A Landscape 

The "Ecce Homo" { 

The Rape of Europa 

View of Larici 

The Blind Fiddler 

The Death of Lord Chatham 

The Four Agea of Man 

Landscape 

A Man's Head 

The Banished Lord 

Mseeenas' Villa at TiToli 

The Watering Place 

Landscape and Niobe 

Portrait of Lord Heathfield 

Portrait of himself 

The " Marriage k-la-mode " 

A Landscape— Jaques & the Wound- \ 

edStag / 

Portrait of J. NoUekens, Sculptor .... 
Cleombrotus ordered into banishment | 

by Leonidas j 

The Village Festival 

A Landscape, with Figures by Moon- \ 

light J 

Portrait of the Rer. W. Holwell Carr. . 

Portrait of Isaac Walton 

Pylades and Orestes 

A View of Venice 

Portrait of the Right Hon. William \ 

Windham / 

Portrait of Mr. Angerstein 

The Com Field 



Paiawdby 



78. 
79- 
80. 
81. 
82. 
83. 

84. 
85. 
86. 
87. 

88. 

89. 

90. 
91. 
93. 
93. 
94. 
96. 

96. 

97. 

98. 

99. 
100. 
101 
102 
103 
104 
106. 
106. 
107. 
108. 
109. 
110. 
111. 
112. 
113) 

tot 
1183 
119. 

120. 
131. 

122. 
123. 

124. 
125. 
126. 
127. 
128. 

129. 
130. 



\ 



Sir Joahma Reynolda, 

Oaifubonmgh* 

OarofalOt 

MazzoUno da Ferrara. 

Nicholaa Poussin, 

Salvatcr Rosa, 

Domeniehino. 

Ludooieo Caraeei, 

Ouido Reni. 

A. Caraeei [bywmetU' 

tigned to Domeni^ 

chino], 

Velasqueg, 

GuidoReni, 
N. Powirin* 
Aletsandro Veronese. 
AfmiUU Caraeei, 



Oatffor PouMrin, 

L. Caraeeiy after Cor^ 

reggio (No, \5). 
Paul Veronese. 
Cfaspar Poussin, 
Wilkie. 
Copley, 

Lancret, 

Sir Oeorge Beaumont, 
Reynolds. 



Wilson. 

Oainsborough, 

Wilson. 

Reynolds, 

Hogarth, 



Sir Oeorge Beaumont, 

Sir W. Beechy, 

West. 

Wime, 

Pether, 

Jackson. 
Housman. 
West. 
Canaletti, 

Reynolds, 

Sir T. Lawrence. 
John Constable, 
a 3 



APPENDIX. 



Na. 



Tide of PictMN. 



PaiBMd by 



ISl. 
ISS. 
1S3. 
134. 
18ft. 
136. 
137> 
138. 
180. 
140. 
141. 
14S. 
143. 
144. 
14A. 
140. 

147. 
148. 
149. 
ISO. 
151. 
158. 
153. 
154. 
155. 
150. 
157. 
158. 
150. 
100. 
101. 
10s, 
103. 
104. 
105. 
100. 
107. 
108. 
100. 
170. 

171. 
178. 
173. 
174. 
175, 




Christ hflftling the Sick in the Temple 

The LMt Supper 

Portmat of Mr. Smith, the Actor 

A Landsetipe, with building muA figwei 

Rttine and Figuree •••....... 

Portnit of Mn. RobertaoB 

Landacepe with Figurce. 

Rttina, with Fignree 

Religion attended by the Virtues .... 

Portrait of a Lady 

iEneas preaenting himself btion Dido 

John Kemble as Hamlet 

Portrait of Lord Ligonier 

Portrait of Benj. West, P. R. A 

k Man's Portrait 

View of Rotterdam 

Cephalus and Aurora 

Galatea 

A Calm at Sea 

AGaleatSea 

Leda 

A Landacape- Evening 

TheCradle 

A Musical Party 

The Muers 

A Study of Hones 

A Landscape — Sunset 

Dutch Boon Regaling 

A Dutch Housewife 

The Repose 

A Landscape, with a Cascade 

The Infant Samuel 

A View on the Grand Canal, Venice . . 

The Holy Family 

The Plague at Ashdod 

Portrait of a Capuchin Friar 

The Adoration of the Kings 

St. Catherine (of Alexandria) 

St. Francis adoring the In&nt Christ. . 

The Holy Family, St. John &c 

Portrait of John Soane, Architect .... 
Christ and hii disciples at Emmaoa . . 

Portrait of a Gentleman 

Portrait of a Cardinal 

Portrait of a Gentleman; by somei 

said to be Milton J 

St. John 

The Magdalen 

Serena rescued by Uie Red Cross \ 

Knight, Sir Calepine J 

The Virgin, Child, and St. John 

Dead Christ, Virgin, and Angels .. .. 

The Virgin, Child, and St. John 

Studies of Angels.... 



Wett, 



CanalttU, 

Vtm Ooym, 

Paulo Pamm. 

A. Kta^fman, 

Vatider HeUt, 

Steeuwffek* 

Lawrence. 

AepnoldM. 

Lawrenee. 

Van4er HeUt, 

Storek, 

Afmihal Caraeei. 

Agoetino Caraeei. 

WiUiam Yonder wida. 



Mala. 

Vander neer. 

Maea. 

D.Tmiers, theyvmnger. 



Vamdyke* 

Bubtne, 

D. Tematjthejfcwiger 

Maea. 

Mola. 

Chupar Pouatin. 

Repnolda. 

Canaletti. 

Jacob Jordaena. 

Nicholaa Pouaam. 

Rembrandt. 

Baldaaaare Peruzxi. 

Rtqthael. 

MaxKolino da Ferrara. 

Oarqfolo. 

John Jackaon. 

Caravaggio. 

II Baaaano. 

Carlo MaraiH. 

Vander Ptaaa. 

Murillo* 
Outdo Rerd. 

William Hilton. 

Franeeaco Francia. 



Pietro Perugino, 
Reifnolda, 



APPENDIX n. 



CATALOGUE OP THE PICTURES 



IN THE 



DULWICH GALLERY. 



N*. 



Titl* of Picow*. 



PMBWdbr 



1. 

3. 
3. 
4. 
5. 
6. 

7. 
8. 

9. 
10. 
11. 
12. 
13. 
14. 
16. 
16. 

17. 
18. 

19. 
SO. 
31. 
83. 
S3. 
S4. 
85. 
86. 

37. 
88. 
39. 



Portraits of Mn. B. B. Sheridan, and ) 

her aister Mra. Tiekell j 

Louis XIV. of France 

Portrait of himself •. 

Landscape and Cattle 

Cows, Sheep, and Buildings 

Figures at a Well 

Three Cows, Sheep, and Landscape . . 
Landscape — ^Woman Milking Goats . . 
Peasant, Cows, Sheep, and Landscape 

Mules, Cows, lice, in Landscape 

Landscape— Cow Drinking 

Landscape 

Landscape, with Men, Horses, and Dogs 
Fawn and Nymph Dancing, (oval) . . 

Landscape, with Buins 

Landscape 

Sunset, with Figures 

Winter— Man Walkingin the Snow . . 
Hawk, Sparrows, and Honeysuckle . . 

Friar berore a Crucifix 

Figures and Buins 

Cows and Landscape 

Horses oa Sea-shore 

Sketch of Figures 

Man Holding a Horse — a Sketch .... 

Descent from the Cross 

Women at Work 

Ferry boat 

Fruit in China Bowl 



Gainabortn^h, 

H. BigmtA, 

Opie. 

SirF. BrntrgeoiM, 

Cujfp. 

Le Nain. 

Paul Potier, 

Rogkman. 

Cuyp. 

Roland Roghman. 



Cuifp. 

PoeUtnberg. 

Breemberg, 



Karel du Jardin. 
Tetden, 

Ff CCWwVs 

Sir F. BimrgeciM. 
Jan Miel. 
P. Potter. 
Sir F, Bottrgeoii, 



Vandtfke, 
G. M. CretpL 
F. Casanova, 
Van Hugaum. 



fl 



APPENDIX. 



■«. 



Title of Pieuirt. 



PuMtd kjr 



31. 
8S. 

93. 
34. 
39. 
30. 

87. 
38. 

39. 
40. 
41. 
43. 
43. 
44. 

45. 
46. 

47. 
48. 
40. 
60. 
61. 
63. 
63. 
64. 
65. 
60. 

67. 
68. 
60. 
60. 
61. 
6s. 
63. 
64. 
65. 
66. 

67. 
68. 
6». 
70. 
71. 
72. 
78. 
74. 
76. 
76. 

71' 
78. 
79. 
80. 

81. 
83. 



83. 



Figurea aod Landscape 

Building* and Caaeade 

Pan and Syrinx 

Circle of Cupids 

Magdalen in a Care 

Hermit before a Crow, in a Cave . . . . 

Landaoye and Fisurea 

Blowing Hot and Cold 

tiandacape and Cattle 

Flowera 

St. Barbara 

Figurea and Landaeape 

Apollo and Daphne 

Rttina and Landaeape 

Publican crowned with Vine Lea^ca \ 

bdbre hia Door J 

Cavalry Skirmiahing 

Shepherd, Sheep, and liandacape 

Figurea and Landaeape 

Ludacape (not hung) 

Figurea and Veaaela ia-ahore 

Guard- Room,with Armour, Drama, ftc. 

Landaeape 

Peaaanta before a Cottage Door 

Hajmakera and Landaeape 

Boora Regaling in an Ale-houae 

Landscape and Cattle • 

Village on Fire 

Religion in the Deaert 

Sketch 

Boya, Sheep, Ctoata, and Landscape . . 

A Sow and Pigs 

Figures before a Cottage 

Figures and Landscape 

Horseman and Landscape 

Figurea near a River 

Huntsmen 

ABuU 

Portrait of a Lady 

Figurea, Bridge, and Landaeape 

An Old Man 

A Cow 

An Old Woman (not hung) 

Cattle, Sheep, and Landaeape 

Woman with a Pitcher and Glaaa .... 

Soldiera and Landscape 

A Sea-storm 

Banks of a River and Cows 

A Market with Figurea 

Four Sainta— A Sketch 

Interior of a Cathedral 

Salmacia and Hermaphroditua, (nof) 

hung) ...../ 

The Infant Jeaua, (not hung) 



A Funeral Proceaaion, (not nung) .... 

'mm pietviw th* •itauioa U occwpiaS 
Mil. Moodr vtA h«r two chiidna 



Of thoM pietviw th* •itauioa U occwpiwi br for- 
tniu of Mil. Moody vtA h«r two chiidna, by &■<«* 



Jan Both, 

II Bourgognone, 

G. Latrease, 

Rubetu, 

Tenien. 



Jan Both, 

Jordaen*. 

Sir F. BomrgMiM, 



Panncginfto. 
Jan Both. 
0. Laireue, 
II Bourgognone. 

Tenien, 

Peter Snagert, 

Teniers. 

K. Du Jardin, 



Vemet. 

Teniere, 

Jacob Buftdaei. 

Teniere. 

Wouoernuuu. 

A. Brouwer. 

De LoutherbovTf, 

Teniere. 

Sir F. BourgeoU, 

G. B. Tiepoto. 

Cupp. 

Teniere, 



K. Du Jardin, 
P. Wouvemumt, 



Cowa, Sheep, Horae, and Peasant, in \ 
Landaeape / 



J. H. Ommeganek, 

A. Caracci, 

Cuyp, 

Teniere. 

Paul Potter, 

Teniere. 

A. Vandeoelde, 

A. Van Oetade, 

Sir F. Bourgeois, 

Backhuyeen, 

Cuyp. 

Lingelbaeh, 

Rubene. 

P. Nerfe, 

Franceeeo Albano. 

Titian, 

Sir F, Bourgeoia, 



Ctqfp0 



DULWICH GALLERY. 



m 



Ho. 



Titl« of PicMN. 



Painttd by 



84. 
85. 
86. 

87. 

88. 
89. 
90. 

91. 

93. 
94. 
95. 
96. 
97. 
98. 

99. 
100. 
101. 
103. 
103. 
104. 
105. 
106. 
107. 
108. 
109. 
110. 



111. 
113. 
113. 
114. 
115. 
116. 
117. 

118. 

119. 
130. 
131. 
182. 
«33. 
184. 
185. 
136. 

127. 
188. 

199. 
130. 

131. 
133. 

iSS. 
134. 



Cottage and Figures 

Old Woman and Pipkin 

Cottage and Figurea 

Portrait of a Ladj { 

Tiger Hunt 

Watering Cattle, and Landscape 

Farrier shoeing a Mule, and others 

Figures / 

Sketch 

A Calm at Sea 

Fishermen, &c. on Sea- Shore 

Interior of a Church 

Tobit and the Angel, (a circle) 

Landscape, (not hung) . ., 

Portrait of C. 8. Pybus, Esq 

Portrait of Boileau 

Joseph Receiving Pharaoh's Ring .... 

Figures and Landscape 

River View 

Flowers 

Figures 

Figures, &c. seen through an Arch. . . . 

Cupid, Nymph, and Fawn 

A Lady Playing a Musical Instrument 
Man and Woman Drinking in a Cottage 

Figures at a Watering Place 

Sketch of Figures 

Landscape 

MCORO ROOM. 

James Philip de Loutherbourg 

Moonlight 

A Calm 

Interior, with Men and Horses 

Education of Bacchus 

Winter Scene 

Cupids Reaping 

Portrait, not numbered 

Portrait of a Oentleman 

Landscape and Figures 

Cattle and Figures before a Bam .... 

Flowers 

Portrait of a Lady 

Portrait of a Lady 

CharitT 

Trayellers halting at a Tavern 

Lancbeape and Figures 

Cupid 

A Musical Party 

St. John 

Huntsmen, with Dogs and Game, 

Landscape, Pynaker. Figures 
Landscape, with Buildings and Figures 
Farrier Shoeing an Ass, with other') 

Figures near Ruins / 

Portrait of a Young Man 

Portrait of a Lady, (not hung) 



ae,"* 



Tenien. 
Gerard Douw. 
TenierM. 

A. Saeehi [or more nro- 
babljfj Carlo Maratti] 
Sir F. Bourgeois, 
Loutherbourg. 

Van Slingelandt. 

Sir F. Bourgeois, 
W. Vandervelde. 
P, Wauvermans, 
J. Saenredum. 
Sir F. Bourgeois, 



Sir W, Beechey, 

H, Rigaud. 

G. B. Tiepolo, 

Tenters. 

Jan Vosterman, 

Daniel Seghers, 

Jan Miel 

Cornelius Dusart, 

Poelemberg, 

Douw. 

A, Van Ostade. 

A. Vandervelde, 

Sir F. Bourgeois, 

Breemberg, 



Gain^orough. 

Vandemeer. 

William Vandervelde, 

Cuifp. 

Nicholas Poussin, 

Tenters, 

Rubens. 

H. Rigaud, 
Teniers. 
Paul Potter. • 
Van Huysum, 
Vandffck, 
Grimowt. 
Vandyck, 
Wouvermans, 



Sir F. Bourgeois, 

Giorgione. 

Muritlo. 

Berghetn. 

Hobbema, 

Berghem. 

L, da Vinei. 
Vandyke, 



ftii 
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M*. 



Tltl* Ot RctMNb 



PmJBMJby 



185. 
ISO. 
137. 
138. 

189. 

140. 
141. 
US. 
143. 
144. 

145. 

140. 

147. 

1481 

1491 

150. 

151. 

158. 

153. 

154. 

155. 

150. 

157. 

158. 

159. 

160. 

161. 

16s, 

163. 

164. 

165. 

166. 

167. 

108. 

109. 

170. 

171. 
173. 
173. 

174. 
175. 
170. 
177. 

178. 

179. 
180. 
181. 
183. 
183. 
184. 

185. 
180. 



Portrmit, not nombertd 

Madonna and Child 

Return from Hunting 

Tk«Teller Halting, with other Rgwea 

Man on Horseback, (Studj) 

Portrait, not numbered 

Landicape, with the Artiat, hie Wife, \ 

and his Houae / 

Flowers 

Landicape and Figures 

Landscape 

Mother and Siclc Child 

TraTcUers Halting before a Smithj. \ 

Le CoUmbier du Marichai / 

Figures on the Ice 

Portrait of Himself. 

Shepherd, Sheep, &c., and Landscape 

Heads of an Old Man and Woman. . . . 

Kgares Crosnng a Bridge 

Boy and Bird's Nest 

Man Smoking 

Portrait of John Philip Kemble 

A Waterfall 

Landscape, with X3ipsies 

Horses 

Landscape 

Musicians 

Monks Fishinff, and Land s cape ...:.. 

Figures in a Wood 

Vespasian Rewarding his Scrfdienr .... 

Shepherd and Shepherdess 

Cattle and Figures, in Landscape .... 

St. Lawrence 

Holy Family 

Breese at Sea 

Orey Horse 

Samson on Dalilah's Knees 

Landscape— -Evening 

Venus and Cupid 

Pomona 

Madonna and Chihl 

Figures in Landscape La Petite \ 

Chasae i rOiteau / 

Sketch 

Landscape 

Watering Cattle, and Lancbcape. 

The Archangel Michael and the Fallen l 

Angels / 

Landscape and Figures 

Jacob's Dream 

Cattle and Figures, in Landscape .... 

Mother and Child, in a Cottage 

Sketch of a Woman 

Portrait of Sir Francis Bourgeois .... 
Cattle and Figures, with Dort in the ) 

Distance j 

The ChafiF Cutter and other Figures . . 
A Calm 



Vandyek. 



Sir Joshua Re^noUb. 

Tenien. 

Cm. 

N. PousHn, 

Sir Joshua Repnolds. 

Wouoemums* 

Cujfp, 

Sir Joshua Reynolds. 

WeeniM. 

Teniert. 

Pynaker. 

Van SHngetandL 

A. Van Ostade. 

Sir It • Beeehep* 

Jacob RujfsdaeL 

Tenters. 

Cujfp. 

Hobbetfuu 

Le Brun. 

SalwUor Rosa^ 

Ruysdael. 

S. RiccL 

Rubens, 

Cuffp. 

P. da Cortona. 

F. Albano. 

W. Vandenelde, 

Yandpek, 

Rubens. 

Cuyp. 

Rubens, 



Wouoermans* 
Rubens. 



Paul Potter, 

P, da Cortona. 

I. Van Ostade. 

Reinbmndtt 

Cuyp. 

Kalf. 

Ruhtns. 

Northeote, 

Cuyp. 

Tenners. 

W. Vandertfelde. 



DULWICH GALLERY. 



No. 



Titl* of Pirtart 



PrioMj by 



187. 

188. 
189. 

190. 
191' 
19a. 
193. 
194. 
195. 
190. 
197. 
198. 

199- 
300. 
301. 
S02. 
303. 
804. 
305. 
306. 
307. 
308. 
309. 
310. 
311. 
313. 
813. 
814. 
815. 
316. 

817. 
318. 
319. 
380. 
331. 
388. 



983. 
834. 
825. 
386. 

«27. 
828. 
829. 
830. 
831. 
333. 
833. 
334. 
335. 
336. 
337. 
8S8. 

839* 






MIODLB BOOM. 

Portrait of Mary de Medicis 

The Resurrection of ChrUk 

A Man's Portrait 

Boora Merrj-Making 

The Judgement of Paris 

Cattle and Fig;ures, in Landscape 

A Young Man Drawing 

Portrait of the Prince of Asturias . . . . 

Hagar and Ishmael 

View of a Town 

F6te Champ^tre 

Figures ana Luidscape 

Luidscape I 

Figures and Catde, in Landscape . . . . 

Landscape 

View near Rome 

Portrait of a Lady 

Sketch of St. Barbara. 

Figures and Landscape 

A Girl at a Window 

Landscape 

Buildings, Figures, and Landscape. . . . 

Figures, Cattle, and Landscape 

Le Bal Champ^tre 

Holy Family, and Landscape 

Landscape 

A Portrait 

Portrait of Philip, Earl of Pembroke. . 

BlflBcenas' Villa near Tivoli 

Cattle and Figures, in Landscape .... 

Stk Veronica 

Portrait of the Archduke Albert 

The Campo Vaccino at Rome 

LandscMM •«...... 

Areh of Constantine 

Portrait of a Boy 

Portrait of William Linley (not nam- 1 

bered) / 

ApoUo fla^g Marsyas 

The Cnieifiaran, (not hung) 

Head of an <rid Man 

Venus Gathering Apples in the Gar* \ 

den of the Hesperides / 

Venus Weeping over Adonis, (a Sketch) 

Landscape, with Figures 

Farrier Shoeing an Ox 

Jupiter and Europa 

Figures at a Fountain. 

Landscape 

Sketch 

Inspiration of a Saint 

Portrait (rf Sir F. Bourgeois 

A Sketch 

A Lady Buying Game. 

Cec«s Drinkioff at the Cottage Door ) 

of an Old woman j 

Gows, in Landscape 



Rubena, 

Sebastiom Ricei» 
Bembrandt. 
A. Van 0»tad«, 
Vtmdtrwmf* 
Cuyp. 



rjd 



Siuimior Rosa* 

VeUuquext 

F. Mola. 

Vander Heydon, 

Watteau. 

Berghem* 

Both. 

Berghem, 

Hobbema, 

J, Vemet. 

P. Veroneae, 

Rubena, 

Both, 

Rcnbrondtm 

Ruben*. 

Wpnantg* 

Berghem. 

Watteau. 

Claude* 

Oaspar Poustin. 

Vandyek, 



Wilson. 

K. Du Jardin, 

Carlo Dolce, 

Vandyek, 

Claude. 

SaiwUor Ro$a, 

Herman Suuinevelt, 

Velaequex, 

Sir T. Lawrence. 

\Q. Laireeee, 
Murillo. 
Saloator Roea, 

Domenichino, 

Vant^ck. 
Wouvemume. 
K, Du Jardin, 
Titianr— 
Zueear^li. 

I 

10. B, Tiepolo. 

j Vandyek. 

*Sir W.Beeehey. 

O, B. Tiepolo. 

O.Coquee, 

Dome. 
Cuyp, 
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N*. 



Tlito af Flcnii*. 



fuaiwlbr 



S40. 
S41. 
S48. 
S43. 
S44. 
S45. 
94«. 



«47. 

MS. 
S49. 
350. 

ass. 

953. 
S54. 
S&5. 
9S6. 

«7. 
-948. 
959. 
9«0. 
901. 
909. 
903. 
904. 
905. 
900. 
907. 
908. 

100. 

970. 
«7i. 
«7«. 
973. 

«74. 

975. 
970. 

a77. 

978. 
979. 
980. 
981. 
989. 
983. 
984. 
985. 
980. 
S87. 
388. 
989. 
990. 
991. 
399. 
993. 
394. 
995. 



The OncM, (a Sketch) 

Windmills, and Lendtcepe 

Portrait of Lady Digby 

Cowa, with Dort in the Distance 

Landscape, with Jacob and Laban.... 

Bfidge and Windmill 

St. JeromeCa small oi^) 



rOUBTH BOOM. 



Venoa and Cupid 

Spanuh Flower Girl 

Holy Family 

Portrait of a Lady 

Bacchanalians 

Massacre of the Innocents 

The Angels Appearing to Abraham. . . . 

The Death of Cardinal Beaufort 

Madonna and Child 

Landscape 

Landscape 

View of a Palace 

Jupiter and Europa. 

Landscape 

St. Sebastian 

The Good Shepherd 

Venus and Adonis 

Landscape 

Two Saints 

The Holy Family, in a Landscape .... 

St. Jerome 

St Catharine, of Alexandria 



The DestructioB of Kiobe's Children / 

Port of Ostia— St. Paula Embarking . . 

Soldiers Gaming 

Jacob as Esau, blessed by Isaac 

Landscape 

A Magdalen 

Sea Port 

Landscape 

Salvator Mundi 

View near the Hague 

Landscape 

Lucretia. . * 

Venus and Cupid 

Portrait of WouTcrmans 

Spanish Peasant Boys 

Pluto Carrying off Proserpine 

The Infant Samuel 

Two Spanish Peasant Boys 

Madonna and Child 

Christ Bearing his Cross 

Marriage of St. Catherine of Sienna . . 

Landscape 

Adoration of the Magi 

Landscape 

St. Francis 

Jacob and Rachel Bf eeting 

Inspiration of a Poet 



Rubens, 

Jacob Rujftdaei. 

Vandffek, 

Claude, 

Jacob Rtttftdael, 

Guido, 



Oiovanni Paggi, 

MwriUo. 

NichoUu Pomeem, 

Vandjfck. 

ZuecarellL 

LeBrun. 

Niehohu Pvuatin, 

ReynoUU, 

Correggio. 

Herman SwatiewU. 

Oatpar Poueem, 

Claude, 

Ouido, 

Niehoias Pouesin, 

F. Mota. 

Muritlo, 

Titian, 

Claude, 

Lodonico Caraeei, 

F. Mota, 

Ouido, 

P. Veroneee. 

Figuree bp NieoiOt reet 

bjf ChiMpar Poustm. 
Claude. 
Salvator Roaa, 
Rembrandt, 
Herman Swanevett. 
Anmbal Caraeei, 
Claude, 

Oaepar Po unin , 
L. aa Vinci. 
Jacob Rupadael. 
Nicholoi PoMsstn. 
Guide. 

[After} Correggio. 
Rembrandt, 
MurUlo. 
F. Mola. 
Rejfnoldst 
Murillo. 
L. da Vinei. 
C. Dolce, 
Paul Veronese. 
ZueearelH. 
fiiehoUu Poussin. 



Lodovico Carttcetn 
Murillo. 
Nichoku Pouesin, 



DULWICR GALLERT. 
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No. 

S90. 

S»7. 

399. 
800. 
301. 
SOS. 
SOS. 
S04. 
306. 
SO6. 
8O7. 
SOS. 
SO9. 
SIO. 
Sll. 
SIS. 
SIS. 
S14. 
SIS. 
SI6. 
SI7. 
SIS. 

S19. 

SM. 
SSI. 
S8S. 
S3S. 
S34. 
S35. 



SSS. 
SS7. 
SS8. 
SS9. 
S30. 
SSI. 
SSS. 

ass. 

3S4. 
SSS. 
S30. 
SS7. 
SSS. 
SS9. 
S40. 

S41. 
S4S. 
343. 
844. 
848. 
846. 
847. 



Titto of Picf w. 

Death of St. Francis 

Susannah and the Elders 

Cupid Sleeping 

A Locksmith 

Nursing of Jupiter 

Conversion of St. Paul 

A Holy Family 

Landscape 

Venus 

Triumph of David 

St. Francis 

St. Antony of Padua 

Woman Playing on a Barrel Organ . . 

Philip IV. <rf Spain 

The Flight to Egypt 

A Pieta — Dead Christ and Angds . . . . 

Adoration of the Magi 

The Entombment of Christ 

Figures and Landscape 

Rinaldo and Armida 

Venus and Mercury 

Angels 

Triumph of Religion 

Codes defending the bridge against 1 

the army of Porsenna / 

Landscape 

Landscape and Hones 

St. Francis 

A Portrait 

St Cecilia at an Organ 

Jupiter and Antiope 

FIFTH BOOK. 

Madonna, Child, and St. John 

AHolyFamUy 

Salvator Mundi 

Christ bearing his Cross 

Child Sleeping 

St. John preaching 

A Madonna 

A Cardinal blessing a Person 

8t. Cecilia at the Organ ., 

Madonna, Child, and St. John 

The Assumption 

Mater Dolorosa 

Portrait of Noel Desenfans 

Martyrdom <rf Sebastian 

Mrs. Siddons in the character of the\ 

Tragic Muse / 

The Assumption ■ 

Holy Family 

Judith in the Head of Holofemet . . . . 

The Entombment 

Adoration of the Magi 

Mater Dolorosa 

Madonna and Child 

Woman taken in Adultery 

Adoration of the Shepherds 



P>l«w4by 



849. 



Lodovico Caraeei. 

Blzheimer, 

Schidone, 

Caravaggio. 

Nicoiaa Pouuku 

Velatquex. 

Schidone, 

Claude. 

Titian, 

NicoUu PouMift. 

Anonymoue. 



Chardin, 
VeUuquex, 
N. Ptnurin. 
Annibal Caraeei, 
Muriito. 
A. SaeeM, 
P,BrU. 
N, Pouatin, 



MuriUo, 

P, da Cortona. 

Le Brun, 

Herman Swaneveli, 

Zuccarelli, 

A. CaraecL 

Ruben*, 

Ouereino. 

N. Potunn. 



A. del SartOi 



Ouereino, 
Morale: 
Muritlo, 
Ouido, 

P. Veronese. 
Annibal Caracd, 



N. Pouuin, 
Carlo Dolce. 
Northeote. 
CMdo, 

Jleynolde, 

MuriUo, 
Carlo MaraitL 
Bronaino, 
Lodotrieo Caraeei, 
A, Veroneee, 
A. SaccM, 
MuriUo, 
Ouereino, 
Anmbal Caraeei. 



lU 



APPENDIX. 



w*. 



Tid* of Pictmw. 

AMagdalea 

Teniu, U Mrs, and Cupid 

Children 

Portrait 

Holy Familr 

Motaer of Rubena 



Priowi hr 



3M. 
SSI. 
35S. 
363. 
334. 
353. 



Cignanit 

Bubena. 

N. Poussint 

Holbein. 

RajAael* 

Rubetu, 



APPENDIX III. 



CATALOGUE OF THE PICTURES 



AT 



HAMPTON COURT. 



No. 



1. 

2 
3 
4 

S 
6 

7 

J} 

153 

16. 
17. 



18. 

19. 

20. 
21. 
22. 
23. 
24. 
25. 
25. 



Titl« of Wctnra. 



P»i«ted by 



THB GVAED CBAMBBE. 

Battle between Gonetantine and Max- 1 
entiua | 

Admiral Sir Stafford Faii^bourne !".!!.. 

Adnural Beaumont 

Adnural Benbovr *. 

Admiral Sir Thomaa Dilkea 

Admiral Churchill .... 

Admiral Sir John Jenningi 

Eight MiHtary Subjeeti. . . . 



0. Romano, after Ra- 
phael. 
O, Bocktnan. 



The Ruins of the Coloueum. 
Queen Elizabeth's Porter . . . 



THE king's FIKST PBXSSNCC 
CHAKBBB. 

The landing of WUliam the Third at i 
Torbay | 

Queen Mary II., eldest daughter of 
James II ° 

The Duchess of St. Albans * .* .' . .* .' 

The Countess of Essex 

The Countess of Peterborough" ' 

The Countess of Ranelagh 

Miss Pitt .7, 

The Duchess of Grafton '*.*.'. 

The Countess of Dorset . . ! 



Rugendaa. 

CanaietH. 
Frederic Zuccaro. 



} 



Sir Godfrey Kneller. 



ZIT 



APPENDIX. 



No. 



TfilaofPlcMN. 



PMBMdby 



87. 
S8. 

39. 
90. 
3i. 
SS. 
33. 
34. 
95. 
361 

37J 
38. 



99. 
40. 
41. 
42. 
43. 
44. 
45. 
461 

47i 

48. 

49. 
SO. 
51. 
5'i. 



53. 
54. 
55. 
56. 

57. 
58. 

59- 

60) 

61/ 



6a, 

63t 
643 
65. 



66. 

67. 
68. 

69. 

ro. 

71. 
73. 
73. 
74. 
75. 
76. 
77. 



Lady Middleton 

James, first Marquis of Bamilfcon . . . 

Admiral Russell 

Boys with a Boat and Swans 

Boys with a Boat 

A Portrait 

An Old Woman Blowing Charcoal . . 

A Portrait 

Overthrow of Pharaoh and his Host . . 

f landscapes, with figures 

St. Vniliam taking upon himself the ^ 

order of the CarthusiaBS / 

ASaint'sHead 

A Man Reading 

A Landscape, with figures 

A Portrait 

A Portrait 

A Man shewing a TVick. 

Calumny, an Allegory 

Landscapes, with figures 

Italian Lawyer 

A Portrait of a Gentleman 

A Portrait of a Han 

Augustus consulting the Sibyl 

Peter the Great, Emperor of Russia, Sir 

O. Kneller; the back-ground by W, 

Vandervelde. 

Robert Koyle 

Mrs. Elliott 

Venns 

De Bray and his family, in the cha- "i 

racters of Antony, Cleopatra, &c. . / 

Admiral Sir J. Gradin 

Admiral Lord Anson 

Admiral Sir G. Byng 

Ruins 



THI SXCOlfD rBBSBlfCS CBAMBBIk 



Ruins, over the doors 

Sir H. Wotton presenting his cre*1 
dentials to the Doge of Venice, in > 
the Senate-house J 

Jupiter and Europa 

The Sculptor, Baccio Bandinelli 

A Sculptor 

Mn. Lemon 

An Italian Kaight 

A Holy Family 

The Annunciation 

St. Michael 

Christ in the house of the Pharisee. . . . 

An Italian Lady 

Viririn and Child 

A Warrior 



Kneller, 
Mytent. 
Kneller. 
PoUdoro. 

Pordenone, 
Holbein. 
Dobaon. 
Jordaetu, 

Sekiwfone. 

Oiorgione. 

Lar^hmeo. 
A. Catalani, 
Sehiavone, 
TUum. 
Oiorgione. 
L. 4a Vinei. 
T. ^te&iro. 

Sddtmme. 

P. Bordone. 

Ttntorttto. 

Btusano, 

P. da CorUma. 



Kersboom, 

Riley. 

Titian. 

Hinuelf. 

Boekman. 

AnonymouB, 

Boekman, 

Roneaeau. 



Fialetti. 



Qiuiio Romano. 

Correggio. 

Baitsano. 

Vandyck. 

Pordewfhe. 

F. Vanni. 

P. Veronese. 

Reynold*^ after QiUdo. 

Baitsano. 

Parmegiano. 

Bronzino. 

Oiorgione. 



HAMPTON COURT. 



XT 



No. 



78. 

70. 

80. 

811 

82* 

83* 

84 

85 

to 

88 

89. 



} 



90. 
91. 
93. 
93. 
— HW. 
95. 
96. 

97. 
98. 

99. 
100. 
101. 

loa. 

103. 
104. 
105. 
106. 



107. 



108. 
109. 
110. 
111. 
113. 
113. 
114. 
116. 
116. 

117. 
118. 
119. 
*S0. 
121. 

132i 

123/ 

134. 

126. 

126. 

127. 

128. 

1391 

ISO J 



Tttlt ot Piciiiw. 

Portrait of herself 

Alexander de Medici 

Charles I. DO HMseback 

Philip IV. of Spain, and hi* Queen . . 

Jacob's departure from Laban 

Joseph ana Mary 

The Seasons < 

Judith and HoI<tfenies / 

The Last Supper 

Conversion of St. Paul 

Tobit and the Aneel 

Portrait of himself 

Diana and Actaeon 

The Marriage of St. Catharine 

St Francis and the Virgin 

Christian IV., King of Denmark .... 

Cupids and Satyrs 

Jacob, Rachel, and Leah 

Jacob's Journey 

Peter Oliver, the Painter 

A Dutch Gentleman 

Joseph brought before Pharaoh 

A Man's Portrait 

Joseph's departure from Jacob 

A Portrait of a Gentleman 

THB AUDIBHCB CHAMBBB. 

Our Saviour in the Rich Man's*] 
House — Mary Magdalen anointing > 
his feet j 

Christ healing the Sick 

The Woman taken in Adultery 

The Woman of Faith 

The Woman of Samaria 

The Nursing of Jupiter 

Ignatius Loyola 

Jupiter and Juno 

Titian's Uncle 

The Birth of Jupiter 

A Ruin 

Venus and Cupid 

The Battle of Forty 

The Departure of Briseis 

The Queen of Bohemia, daughter of 1 
James I / 

Landscapes 

Venus and Cupid 

Death and the Last Judgment 

Diana and Actseon 

The Shepherd's Offering 

The Expulsion of Heresy 

Heads of St. Peter and Jadai 



PaintMl 



Artemisia Oentile$ckL 

Titian. 

Vandyek. 

VeUuquez. 

F. Lauri. 

O. Honthorst. 

Brueughel and Ro- 
thenhamer. 

Teniera, after P. VerO' 

neve. 
Young Palma, 
V. Malo. 
SekiatHme. 
Ouercino, 
Titian. 
P. Veronete. 
Carlo Maratti, 
Van Somer, 
Polidoro. 
Ouido Cagnacei. 
Baasano. 
Hanneman, 
Vander Heist. 
Anonymoiu»» 



8. Rieei. 



Oiulio Romasut. 

Titian. 

Oiulio Romano. 

Titian, 

Oiulio Romano. 

Viviani. 

Rubens, after Titian, 

P. Snayers. 

Schiavone. 

O, Honthorst. 

Swanevelt, 

Titian. 

M, Hemskerck, 

Oiorgione. 

Palma. 

Tintoretto. 

Lanfraneo. 
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N*. 



181. 

las. 

133. 
134. 

1351 

136/ 

137. 

138. 

130. 

140. 

141. 

14S. 

143. 

144. 

148. 

146. 

147. 
148. 
149. 



150. 
151. 
158. 
153. 
154. 
155. 
156. 
157. 
158. 
159. 
160. 
l6l. 

i6a. 

l63. 
164. 
165. 

166. 

167. 
168. 
169. 

170. 
171. 
173. 



173. 
174. 
175. 
176. 

177. 
178. 



Tlito of Hctew. 

Virgin and Child 

A Spanish Lady 

A HoW Family 

The Virgin and Child, with St. An- \ 
drew and St. Michael / 

Madonna and Child 

Roman Emperor on honebaek 

Triumph of Venn* . • 

A Sibyl 

Flora 

Diana 

An Old Man with a Large Beard .. '.! 

Buildinn, with Figures 

A Female with a Helmet 

Holy Family 

The Story of Argue 

Head of a Young Man 

Death of Adonis 

Roman Empcnw on Horseback 

1HB KINO'a DmAWINO'BOOM. 

David with GoIUthU Head 

A Holy Family 

The Family of Pordenone 

Christ'! AgoB^ in the Garden 

Angels appearing to the Shepherds . . 

Nabob Waiajah of Areot 

Cupids and Goats 

Apotheosis of a Saint 

A Venetian Senator 

A Knight of Malta 

The Presentation of Queen Esther .... 

The Muses 

The Offering of the Magi 

The Wise Men's Offering 

The Comaro Family 

Joseph and Potiphar's Wife 

George III. reviewing the 10th Light") 

Dragoons (now Hussars) / 

AHolyFamily 

A Holy Family 

Our Saviour in the House with Mary ) 

and Martha ) 

Fruit, with a Monkej 

Landscape, with Ruin 

A Lady Playing on the Virginal 

a^IHG WILLIAM TBI THIRD'S BBD- 
BOOM. 

The ceiling 

Anne, Duchess of York 

Lady Byron 

Princess Mary, as Diana 

Queen Catharine 

Mrs. Knott 

Duchess of Portsmouth 



PkiatMl by 



Andrea del Sarto. 
Sebastian del Piombo. 
Correggio. 

J. de Mabiue. 

Parmegiano. 
O, Romano. 



C. Cignani. 
L. da Vinci. 
Anonymous. 



Pordenone, 



F. Fiona. 
C. Cignanit 
Van Orley, 
0. Romano. 



D. FetH. 
DouoDoaaL 
Himself. 
N. Poussin, 



Willison. 

Polidoro. 

Bassano, 

Pordenone. 

Tintoretto. 



Luea Oiordano. 
CarleUo Cagliari. 
Old Stone, after Titian, 
GentUeschi. 

Sir W, Beeehey, 

Parmegiano. 
Oiorgione, 

Btusano, 

Anonymous. 



Pordenone. 



Verrio. 

Sir Peter Lelp. 



Verelst. 
Oascaar, 



HAMPTON COURT. 



im 



No. 



Tl tU of Picf w. 

DneheN of Richmond 

Nell Owya 

Count«M of Rochester 

DttchcN of Somenet ^ 

Mn. LawMm 

Counlsin of NorthumberUnd 

laAf Denham 

CottntCM of SuBderltad ,* 

L«d J Middleton 

Lftdj Whitmore » 

Counteu of Oseory 

Duehese of Cteveland- 

Cottntees de Gnmaioiit 

Small Portnita of Ladies, whose 1 
names are nnknown / 

Flower-pjeoes 

THB KIMO't dRXSSIird ftOOM. 

Theeeiling 

A Shepherd and Shepherdess 

Charity 

Cupid and Psyche 

Vulcan deUvering the Armour of\ 

Achilles to Thetis / 

Achilles presented to the Centaur . . . . 

Landscapes 

A Landsenpe 

Poultry 

Virgin teaching the Infant to read. . . . 

A Mother and two Children 

A Warrior 

ASibyl 

A Magdalen's Head 

Head of the Virgin 

Head of Christ 

The Interior oS. the Colonnn Gallery . . 

THB Kliro'S WMTINO CLOSBT. 

StiULife 

Villiers, Duke of Buckingham, and \ 

Family / 

A Village Repast 

The Tnumph of Flora 

The Painter in his Study 

Flower-pieees • 

A Sea-piece 

Judith with the Head of Holofemes . . 

A Turkey Carpet 

Poultry 

Flower-pieces 



179. 
180. 
181. 
18S. 
188. 
184. 
185. 
180. 
187. 
188. 
180. 
190. 
191' 
198) 
toi 
984) 
S051 
806/ 



8071 
808/ 
SO9. 
810. 

ail. 

S18. 

8131 

814/ 

SIA. 

8I6. 

SI7. 

818. 

8I9. 

880. 

881. 

889. 

833. 

884. 



3851 
836/ 
S37. 

388. 

339. 

830. 

3311 

338/ 

383. 

384. 

335. 

336. 

4371 

388 i 



JLe/y. 



r (Curter. 



LHy. 



BuueU, afUt Vtmdifck, 
Baptist, 



Verrio* 

CoUm$. 

Carlo Cignani, 
Vandgck. 

A* Battmtr'a, 



Xdema, 

Loten, 
Hondekoter, 
Carlo Cigfutni, 

Ouereino. 
QentUetehi. 
Sa$»o Ferrato. 
Ansnffmotu, 



O, Banthortt, 

Vm Ft CtppOtt 

5. Ried. 

6. ft CcpptT* 

J. BaptiMt, 

Monanuf, 
€Mdo, 
Malte$e. 
Bogdane, 



ttlii 



APFBNDIX. 



Mo. 



Till* of Kccan. 

Tritona etrrying off » Nymph 

Grapes 

HeaaofaMan 

Judgmeat of Pam *.... 

A Landscapo 

HeadofaSaint 

Virgin and Child 

The Queen of Charles I. (a drawing). . 

avBBir mart's CLoasT. 

A Saeriilee 

Oeorge» Duke of BueUnghan, aad\ 

FriAcis his brother J 

StUlLife 

A Holy Family { 

A Boy with Puppies 

Singing by Canalelight 

The Continence of &ipio 

A Landscape 

King Wiaiam III., when young ' .... 

A Landscape 

A Man's Head 

The H ead of Cyrus 

A Laughing Boy 

The Martyrdom of St. Bartholomew . . 

Children with a Lamb 

AHoIyFamily ....; 

St. Catharine at the Altar 

The daughter of Herodias with thel 

Head of John the Baptist / 

The Infant Christ and St. John 

David and Goliath 

A Japan Peacock 

A Landscape 

Martyrdom of St. Sebastian 

Joseph bound 

Hercules and the Centaur 

HBE MAJBSTT'S GALLXBY. 

King William III. and Queen Mary.. 

Sir Theodore Mayeme 

Anne of Denmark 

Shakspere 

Portrait of a Lady 

Portrait of a Man 

Two small Portraits 

Queen Elisabeth, when a Child 

Queen Elizabeth, when young 

Queen Elizabeth 

Queen Bjizabeth ^ 

Queen Elizabeth 

Earl of Nottingham 

Earl of Leicester ................ .'. • . 

Sir Francis Walsingham '.....%...... 

Sir Nicholas Bacon 



Paintad by 



99g. 

S40. 
Ml. 
S4S. 
S43. 
944. 
245. 
345. 



947. 
S48. 

940. 

350. 

951. 
353. 
353. 
354. 
356. 
356. 
357. 
358. 
359. 
360. 
861. 
362. 
363. 
364. 

965. 
266. 
S67. 
368. 
369. 
370. 
371. 



2721 

273) 

274. 

375. 

276. 

277. 
278. 

3791 

280/ 

281. 

282. 

383. 

284. 

285. 

386. 

287. 

288. 

889. 



C. D. Arjnno, 

VereUt. 

Schietoone. 

Rolkenhamer, 

Hugftum. 

Parmegiano* 

ilnonymoiM. 

GiUon. 



CUuHo Romoma, 

{After] Yandyek, 

Kaif. 

Q. Romano, after Rm* 

phael. 
Caatiglione. 
Honthont. 
S. Ricei. 
Adrian Henn, 
Hanneman. 
P. BrU. 
Bastano* 
Russell. 
F. Hals. 
L. Hotterp, 
F. Floris. 
Titian. 
Paul Veronese, 

Leonardo da Vinci, 

C. Maratti, 
Titian. 
Bogdane, 
Everdif^en. 
L, Van Leyden. 



B. Lens. 



Wissing, 

Rt^ens. 
Van Somer. 
Arumymous. 
Sir A. More. 
Q. Matsys. 

Sir A. More. 

Holbein. 



Zuccaro, 
L. de Heere. 
Mark Garrand. 
Anonymous. 



HAMPTON COURT. 



XXX 



No. 



Tit)* of Pictar* 



Paiafd by 



300. 

agi. 

893. 
203. 
294. 

2951 
296/ 

897. 
298. 

299. 

soo. 

801. 
302. 

303. 
304. 
306. 
306. 
807. 
308. 

309. 
310. 
311. 
312. 
313. 
314. 
316. 
816. 

317. 
318. 

319. 
320. 

321. 
332. 

323. 
324. 
325. 
326. 

327. 
328. 
339. 
330. 
331. 
333. 
333. 
334. 

336. 
336. 

337. 
3.S8. 



rf} 



Judge Crook« 

Sir Peter Carew 

The Emperor Rodolph 

Charles I. and Queea dining in Public 
llie King and Queen of Bohemia*) 

dining in Public / 

Two imall octagon Portraits 

Flemish Gentlemen 

Portrait of a Gentleman , 

Sir Theobald Gorges 

Head of a Young Man 

Ladj Vauz ..;.... 

Queen Mary I., when a Child 

Portrait of a Lady, supposed to be\ 

Queen Mary I } 

A Portrait 

Queen Elizabeth in a fancy dress .... 

Lord Zouch 

The Earl of Surrey 

Sir John Gage 

Henry, Prince of Wales, son of James ) 

I., and Lord Harrington ) 

Duke of Richmond and Lennox 

Henry Prince of Wales 

The Battle of Pavia 

Philip II. of Spain 

Will Somen. Jester to Henry VIII. . . . 

Sir Henry Guildford 

Henry VIII. when voung . . . . « 

A Portrait of a Laiur of the Court of \ 

Henry VIII / 

The Father and Mother of Holbein . . 
Portrait of a Lady of the Court of \ 

Henry VIII / 

Elieabeth Woodville 

Portrait of a Lade of the Court of \ 

Henry VIII , / 

Portrait of Himself. 

A Portrait of a Lady of the Court of \ 

Henry VIII; / 

A French Nobleman ...• 

Frobenius 

Marv Queen of Scots 

Lord Darnley and his Brother Charles V 

Stewart / 

Francis II. of France, when a Boy . . . . 

James I 

Queen of Francis I. of Franee 

Francis I. and Duchess of Valentino . . 

Sir Robert Cave, dated 1689 

The Admirable Crichton 

Portrait of Himself 

Portrait of a Lady of the Court of 

H«nrY VIII 

The Children of Henry VII 

Lazarus Spinola, Uncle' to Spinola^ > 

Governor in the Low Countries . . J 
Ensmus, Hoibein ; the background . . 
Beakemeer 



Anonffnuna, 



VanBasaen* 



(ronzalea, 
Anonjftnous. 



Holbein, 

Sir A, More. 

A. Durer, 

Zttcearo. 

Mytent, 

Holbein, 

Anonymous. 

L. de Heere* 

Van Somer. 
Anonytnoue, 
Holbein. 
Sir J. More. 
Holbein. 



Anonymous* 
Holbein. 
L. Comelix, 
Anonymous, 
L. Comeliz. 
John de BellinL 
L. Comeliz, 
Holbein* 



Janeti 

L. de Heere, 

Janet. 
Van Somer. 
Janet. 
Anonymous, 



) 



Holbein, 

L. Comelix. 

Jan de Mabuse. 

W.Kay. 

Steenwick. 
Holbein, 
b 3 
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No. 



aa9. 

S40. 
341. 
84S. 
S4S. 
S44. 
345. 

346. 
347. 
3481 
3403 
350. 
361. 
353. 
853. 
354. 

355.. 

356. 

357. 

358. 
359. 
360. 
361. 
36a. 
363. 
364. 
865. 
366. 
367. 
368. 
369. 
370. 
371. 
373. 
373. 
874. 
375. 
3761 
377 J 
378. 

879. 
3801 
381J 
382. 
383. 
384. 
385. 
386. 
887. 

388. 
389. 
390. 
391. 
392. 
39s. 



HeniyVlII 

Francia I. of Fnaes • . .*. .*.*.'.*.! ! 

Srasiniu 

The Km* of Bohemia 

The ChUdren of the King of Bohemia 

The Queea of Bohemia 

Portrait of the Aimt of the Emperor \ 

CharletV .\7../ 

CouBteaa of Derby 

Sir (George Carew , 

Portrait* of Ladies 

Holbein (a drawing) ,,... 

The Wife of Holbein (a drawing) .... 

A medallion of Henry VIII 

Jamee II., whenjroang 

Whole . length Portnut of a Youth \ 

unknown / 

Prince Rupert, when a Boy 

Portrait 01 a Gentleman 

A Child, auppoaed to be Queen \ 

Elisabeth ,......./ 

Duke of Oloueester , 

Louis XIV. when young 

Portrait of Cornelius Ketel 

Portrait of a Lady 

Portrait of a Oentleman 

Portrait of a Youth 

Portrait of a ChUd 

Buildings in a Oar^n Scene 

A Landscape 

St. Peter in Prison 

A Sorceress 

A Landscape .,, 

A Landscape, with Nymphs 

The Discovery of Calisto ., 

A Landscape, with Nymphs 

The IMbute Money 

Dead Game 

The Woman taken in Adultery 

Dead Game 

A small whole-length of a Lady 

A Hermit , , 

YouthandAge ,., 

Venus and Adonis 

Inside of a Farm House . , 

Lions in a Landscape 

A Sea Piece \,\[ 

A Man in Armour ,[ 

Mary Magdalen at the Tomb of V 

Christ, "Touch me not " / 

St. Catherine reading , 

A Sybil 

Moses Striking the Rock 

Infant Christ and St. John 

Cattle in a Landscape 

Fruit and StUl Life. . ........,, .,...3. 



Fimttd by 



BotMm, 



C. 

Poelemierg, 



L. de Htere, 
Holbem. 

Sir jL» ATow. 

Himael/. 
HoUmn, 
Torregiano, 
Honthont. 

Anonymous, 

Mptena. 
Bamano, 

Anonymous. 

Sir Peter Lefy, 
Mignari, 
Anonymous. 
P. Perugino, 
Anonymous, 



Steenwick, 

Ferg. 

Steewwiek. 

Elsheimer, 

Paul Bril, 

Poelemberg, 

Brueghel. 

Poelemberg, 

Bietricy. 

Van Aelst, 

Dielricy, 

Weenix, 

Vandyek. 
Slingelandt. 

Denner. 

Otsnnari. 
Teniera. 
R. Savery. 
Vundervelde, 
Correggio, 

Holbein. 

Correggio, 
P. Bordone, 
8. Rosa. 
L. da Vintfi, 
Vandervelde. 
Guyp, 



HAMPTON COUBT. 



aisi 



N« 



ntU of Pientc. 



Paiaud 



394. 
S95i 
396* 

887. 
398. 

999. 
400. 
401. 
403. 
403. 
404. 
405. 
406. 
407. 
408. 
409' 
410. 
411. 
41S. 
413. 
414. 
41ft. 
416. 

417. 
418. 

419. 
4S0. 
431. 
433. 
483. 
434. 
43ft. 
436. 
437. 
438. 
439. 
430. 
481. 
433. 
433. 
434. 
43ft. 
436. 
437 
to 
448 



} 



(. 



449. 
4ft0. 
4ftl. 

4ftS. 

4ft3. 



A iiandscape 

A Landscape 

A Warrior od Horseback 

Nymphs in a Landscape 

A Scene from a Plaj, suppoeed to be 1 
Charles I. acting / 

Hungarians at the Tomb of Orid .... 

Nymphs and Satyrs . 

Locretia 

St. Catherine 

St. Peter in Prison 

A Battle Piece 

A Dying Saint 

The Aspumptioo of the Virgin 

The Bape of the Sabinea 

ASaint'sHead 

Lot and his Daughters 

Dutch Boors 

Female, by Gandleli|^ht 

A Penitent received into the Church . . 

A Venetiui Gentleman 

Sophomsba :. 

Flower Piece 

Landscape with Bnins 

March of an Army 

Nymphs and Satyrs 

Landscape with a Bainbow 

A Jewish Babbi 

An 014 Woman Beading 

St. Peter in Prison 

Flowers 

Nymphs in a landscape 

Lot and his Daughters 

A Boar's Head 

Flowers 

A Dutch Lady 

Hay Stacking 

St. Francis 

A Dutch Chttxeh 

Soldiers in a Landscape 

A Woman Milking a Goat 

Flowers 

A Boy Paring Fruit ••• 

A Venetian Gentleman 

Cybele, Pan, Mercury, Juno, Diana, 1 
Bacchus, Daphne, Apollo, Venus, > 
Mars, Syrinx, Endynuon J 

TBB aUMN*t BSD BOOM. 

The ceiling, painted by Sir Jamet 
Thomhillt represents Aurora rising 
out of the Sea. 

Henry, Prince of Wales •... 

James I 

Christian, Duke of Brunswiek-Lunen- \ 
berg. / 

The Queen of James I 

Princess of Brunswick .»•• ••• 



Holbein. 
WynatUt, 

MtusxoHno di Ferran* 
Dietriep, 

Poelemberg, 

SehoonefM, 

N. Pouuin. 

Titian, 

Luim, 

SteenuHek. 

Wouoermant. 

Vandyek. 

D. Calvart, 
Rothenhamier* 
O. Douw, 
Sehalken. 

E, Henukerdt, 
SeJuUken. 
Barroecio, 
Tintoretto, 

S. Oaetano, 

M. Van Oslsnoyclp. 

Podem6erg. 

Bourgognotu, 

Rubene, 



Remhrmndt, 
G. Douw, 

Sleenwiek, 
D. Segken, 
Poelmiberg, 

Snjfdera, 

D. Seghert, 

Rembrandt, 

Wouoermam* 

Temere. 

Peter Netfe. 

Bowrgognone, 

Berghem. 

Van Oatenoyek, 

MuriUo, 

L, Baeeano, 

S, Bied, 



Van Somer, 



Hontkoret, 
VanScmer, 



xxH 



APPENDIX. 



454. 

4«6. 

466. 

4&7- 
4M. 

459. 
460. 
461. 

402. 
46s. 
404. 
405. 
400. 



407 
to 

478 

47». 
480. 
481. 
482. 
483. 
484. 
485. 
480. 
487. 
488. 
480. 



! 



490. 
491. 

492. 
493. 

494. 

495. 

490. 

497. 
498. 

499. 

500. 
501. 
502. 
608. 

604. 



Tiik 9l Pictw. 

St. John Baptising Christ in thei 

River Jordan / 

Jacob Stealing the Bleeung 

ASeaPort 

St. Francis with the Infant Jeaoe .... 
Venus and Cupid, by Pontonno ; i^ 1 

ouUine / 

Dogs 

The Shepherd's Offering 

A Landscape, "The Devil Sowing) 

Tares among the Wheat " ) 

The Judgment of Midas 

The Deluge 

The Shepherd's Offering 

Virgin and Child, with Saints 

Virgin and Child, with Tobit and the \ 

Angel / 

Twelve Pictures representing the his- 1 
torj of Cupid and Psyche / 

Bfaiy, Queen of James II.. 

A Magdalen 

Portrait of a Man 

A Man's Head 

Portrait of a Man 

Judith and Holofemes 

Flowers 

The Last Supper 

Head of an Old Man 

St. Peter , 

Portrait of a Gentleman 

THB aVBIN'a DRAWING BOOM. 

The ceiling, painted b^ VerriOt repre- 
sents Queen Anne m the character 
of Justice. 

George III. at Coxheath Camp 

Queen Charlotte, and her toirteen'> 
children in the background / 

The Prince of Wales and Duke of York 

The Duke of Clarence and Duke of \ 
Kent / 

The Apotheosis of the Infant Princes, ) 
Octavitts and Alfred > 

The Duke of Cumberland, and twc) 
Princesses J 

The Dukes of Cumberland, Sussex, > 
Cambridge, and three Princesses. . / 

Queen Charlotte and Princess Royal . . 

The Swearing of Hannibal 

Peter denying Christ 

The Departure of Regulus 

The Death of General Wolfe 

St. George and the Dragon 

The Wife of Arminius brought cap- \ 
tive toGermanicus / 

Cyrus presented to his Grandfather .. . 



PmbimI hf 



Francesco Fra$teia, 

Schiawme. 

Claude, 

Ovido. 

Michael Angdo* 

Snyder*. 
PeUma Veeehio, 

Van Vden, 

Schiawme. 

Bassano. 

OiargUme. 



TUian, 



L, Oiordono. 

Sir Qodfrey KneUer. 
[After} Titian, 
Anonymoue, 
Oiorgione. 
Anonymoue. 



Baptist. 

Bttssano. 

Anonymous, 



West, 
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No. 

• ••>• 11 



TitU of netuN. 



pjitDMd by 



SOS. 

5oa. 

607. 
508. 
509. 

610. 

«11. 
61S. 
613. 
614. 
615. 
610. 
617. 
618. 



519. 
5S0. 

521. 
522. 
623. 
624. 
625. 

626. 
627. 
628. 
629. 
630. 
531 J 

537) 

638. 

639. 

640. 

641, 



642. 
643. 
644. 

645. 
646. 

647* 



648. 



} 



THB aUBBN's AUDIBMCK CHA.MBBR. 

The Duchesi of Lunenb«rg 

Venus and Adonis « 

ThtB Woman of Samaria ..«.....«...^ 

Cupid Shaving bis Bow 

James IV. of Scotland, his brothers 
Alexander, and St.- Andrew ...... i 

TJie Queen of James IV. with St. 

George 

Henry VIII. and Family 

Countess of Lennox 

The Death of the Chevalier Bayard .. . 

The Wise Men's Offering 

The Death of Epaminondas 

Henry VI I L embarking from Dover . . 

The Battle of the Spurs 

The Meeting of Henry VIII. and^ 
Francis I. of France* or the ** Field V 
0/ the Cloth of Gold r J 

Pilate delivering up Christ 

The Meeting of Henry VIII. and the | 

Emperor Maximilian J 

The Apostles, Peter,. James, and John 

Margaret, Queen of Scots 

Duke of Brunswick. 

Edward IV 

Isabella, Arch- Duchess of Austria, "t 
daughter of Philip II. of Spain .. . / 

Dvchess of Brunswick 

Head of a Female -• 

Headof a Youth 

Portrait of a Man 

Portrait of a Gentleman 



Mptens. 
G. Chiari. 
PeUma. 
Parmegiano. 

Jtm de Mabute, 



Holbein. 



West. 
S. Ricci. 
West. 
Holbein, 



Sehianone* 

Holbein, 

Caraoaggio. 
Anonjffnoue* 
Mytene, 
Belchamp. 

Anonpmous* 

Mjftens. 
Anonymous- 



Foreign Birds 



Portrait of a Man 

Christian IV. Kimr of Denmark . . 
Maximilian, Archduke of Austria 
The Maid of the Inn 



Bogdane* 
Anonjftnous, 



TBB PUBLIC DIMINO BOOK. 

A Magdalen " • * • 

Prometheus chained to the Bock .... 

A Bttin • 

Duns Scotus • • • 

Don Carlos, son of Philip IV. ofl 

Spain ' 

King William III. when aboy 

TBB rxXHCB OF V^LfcS*^ PBBSBltCB 
CHA,MBBR. 



Count Gondamer, the Ambassador 
from the King of Spain to King 
James I 



Rosalba. 



Young Pahnu. 



Vivian and Jan Miel* 
Spagnoletto. 

MuriUo. 

Anonymous, 



}\ 



Myien*, 



SSI? 



APPENDIX. 
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Ttth «f Hcww. 

AMagd»len 

▲ iMiij with Ml Onuy and l>oi 

A Concert «.•• 

TIm WiM Mmi't OiVmiig. 

The deetnictioo of th» CbUdren of \ 
Niobe ,.„.,.> / 

Hm Flight tnto BfjrpC 

F^erick the Great 

Genjiiiede • .. . . 

St. John with % lamb 

Njmpha 

Christ ia the hoiue of Mary uid\ 

Martha / 

The Good Samaritan 

Jndaa betraying Christ 

Buildings in a Landscape 

St. Jerome 

Christ blessing Little Children 

Jacob's Joum^ 

Faith 

Madame Chasrillon 

Nymphs ••.. «.... 

Boas and Ruth 

Mars and Venus 

The Marriage of Joseph and Mary. . . . 

The Assumption of the Virgin 

Nymphs and Satyrs (a drawing) «.,».. 

A Barrack-room 

A Drawing , 

Adam and five .••......,..«.. 

Venus and Cupid >. 

Over the fire-plapCi Itonis XIU. t4\ 

France ......./ 

Portrait of a Cicntleaum 

Ceres in Search of her daughter,'] 

Proseipine " A Boy transformed to > 

anEff» J 

Portrait of a Oentlemaa 

Louis XIV. of Kraoec, on Hinnebaciu. 
Portrait of a Foreign Prinos, with \ 

the Order of the Garter / 

VilUers, Duke of Buckingham. 

Portrait of Himself.. ..« 

Lord Falkland 

DonOnaman ...^ 

The Queen of Jaopcs !#..,.... ........ 

Virgin and Child 

TBS PBIKCa OW VALBS'S DBAWIMO 
SPOM. 

Count Maosfddt 

Cieorge II • 

Cupid Asl^p (a drawing) { 

The Woman taken in Adultery .. .. { 



PrtDi«< by 



— 54©. 
UO. 
ftSl. 
ftSS. 
ft5S. 



8M. 

«50. 
M7. 
U8. 

500. 
501. 
509. 
583. 
504. 
505. 
500. 
507. 
508. 
500. 
570. 
571. 
578. 
573. 
574. 
575. 
570. 
577. 
578. 

57». 
580. 



581. 
589. 
583. 

584. 
585. 
580. 
587. 
588. 
580. 



590. 
591. 

598. 
693* 



Titian, 



aimnmni BtlUitL 
P. 



Rfitkenkamer, 
Tenien,^erBi 



Miekad Amgtio. 

SpagnotettB. 

O.Chiati, 



0McomeS« 

Por4enome. 

JokH. Brueghel. 

[After] Albert Durwr. 

Huetu. 

Giacnme 

Ouereimo. 

Amowfimoua, 

O.diart, 

Oiaeomo Bt 

P. Veroneee, 

MaxMuolL 

Gimeomto Bastamo, 

lewtc OUeer. 

C. nrouet. 

iMute OUtfer, 

Jan de Mabuae. 

Yoaag P^ma. 

Belcanpm 

P, Pemgino. 

EMeimer, 

8^ A. More, 
Vender Mealen» 

MireeeU. 

Janaeen. 
Bnbert Walker. 
\.After\ Janaeen, 
Mytene. 
Van Somer, 
P, Vervnne, 



Mwtene, 

lA/^^ «««• 
Bartofojr«t, after 
Guido. 

Huasejft o/V^ ^* 
Caracei, 



HAMPTON COURT. 
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No 



Till* of nctvn. 



Pii»Md hy 



594. 

595. 
690. 

597. 
598. 

599. 
600. 

601. 

60s. 
003. 
604. 
605. 
606. 
607. 
608. 
t09. 
610. 
611. 

61s. 
613. 
6u. 
615. 
616. 
617. 
6I8. 



619. 
620. 

6sn 

688/ 



683. 
684. 
685. 
686. 
687. 
688. 
689. 
6S0. 
631. 
638. 
683. 
634. 
635. 
6S6. 
637. 
638. 
639. 
640. 



."} 



The DueheH ci Branawiek, aistar to \ 
George III / 

Jametll 

CountoM of Sunderland. 

An Entertainment 

<;hwle«IL 

The Second Lord and Lady Clarendon 

The Family of Frederick Prince of \ 
Wale. / 

The Daughter of Frederick II. 
Denmark 

Jame* Stuart 

Frederick the Great 

A Prince of Prunia (a drawing) . 

A Phnceea of Prusaia (a drawing) 

A Prince of Pruaaia (a drawing) . 

Frederick Prince of Walea 

Pope Benedict Xiy 

A Cavalier on a White Horae . . . 

A Cavalier on Horaebatfk 

A amali whole-length Portrait 
Man , 

A Female Saint 

The Queen of Oeor|;e II 

George II 

The Daughtera of George II 

Louia XIV. of France (a drawing) .... 

Jamea Stuart, when young 

Queen Charlotte, with the Prince of] 
Walea, and Doke of York, when > 
young J 

TBB AWtn-BOOlf. 



of al 



View on the Thamea . . 
View of Wmdsor Caatle . 

Viewa of Portamouth .. . 



THB aUBBN'l PUTATS CBAPBL. 



Jonah under the Gourd... 

St. John 

The Apoatlea at the Tomb 

Vinin and Child 

Holy Family 

The Raiaing of Lasarua . . . 
Chriat healing the Sick . . . 

Holy Family 

Ecce Homo 

Holy Family 

Ecce Homo .. .•...•••... 

Pharaoli aleeping 

HolvFhmily 

Chnat healing the Sick . . . 

The Annunciation 

The Tribute Money 

Peter in Priaon 

Thief on the CroBB 



Angelica Km^fnuun* 
Rua$eU, 



Vmmderbtmk, 
Rusaell. 



Kftapton, 



B. Luti, 
Anof^tnunu, 



VanJoo, 

Batumi. 

A. Vander Mevien* 



F.HaU. 

P. Perugino, 



Maingaud* 

Knetter. 

Anonymous, 

Ramwff^ 



Anonffmom. 



Danken, 



M. Hsnukcfcht 

lAf^f"! Correggio, 

Anonymotu. 

[After] Tinioreth* 

P. Perugino. 

B. Van Orlay, 

A. Verrio. 

Anonffm&ue, 

[A/ier] TUian^ 

Baaaano. 

lA/ter] TUbtm, 

Van Harp, 

\ After} Doato Sotd. 

3f, iietnMherclt» 



P. Veroneee* 

Steenwiek. 

P.ddVagn. 



ttVl 
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Tidt at Pictai*. 



PsiBMdby 



641. 
649. 
643. 
644. 
64A. 



646. 
647. 
648. 
640. 
650. 
661. 
658. 
653. 
654. 
655. 
656. 
657. 

658. 
659. 
6601 
661/ 
60a 
to 
666 
667. 



} 



668. 
660. 
670. 
671. 
67s. 
673. 
674. 
675. 
676. 

677. 
678. 

679. 

680. 

681. 

688. 

683. 

684. 

686. 

686. 

687. 

688. 

6891 

690/ 



691. 
698. 



The Crucifixion 

Virgin and Child 

The Beeumction of Christ 

Thief on the Croee 

PeteriaPriaoD 



THB CLOUT, lfBA,E TUB CHAPSL. 



An Itmlian Qentleman 

An Itmlian Market . . . , 

A Landscape 

Children with a Goat 

St. Paul 

An Italian Market 

Jupiter and Europa 

Cupid and Psyche 

George II 

Portrait of a Man in a large ruff ... . 

Portrait of an Old Man 

Virgin and Child 

An Act of MercT 

Christ brought before Pilate 



Dutch Amusements 



Heads (sketches) 

A Venetian Gentleman 



THB PmiVATB DININO ROOM. 

Colonel St. Leger 

George IV 

Queen of James I 

Christ Bearing his Cross 

A Ruin, with Cattle at a Fountain .... 

David with GoUath's Head 

A Shepherd with a Pipe 

Christ in the house of Mary and Martha 

Venus and Cupid 

A Labyrinth 

Men Fighting with Bears 

View on the Thames, near Whitehall .. 

Queen of George II 

The Stoning of St. Stephen 

Fisher, the Composer 

Ruins, with a Vase 

St. John 

A ChUd with a Lamb 

A Virgin and Child 

A Landscape 

A Landscape 

Two Landscapes 



IN THB HBZT CLOSKT AEB 



L. Van Legien, 

V. Mota, 

L, VanLeyden, 

P. del Vaga. 

Steeiuoick. 



O. Pens. 

Bamboccio, 

LucatelU. 

Amicwti, 

Anonymous. 

Bamboccio. 

lAfter] P. Veronese, 

Lazzarini. 

Sir Godfrey Kneller. 

Anonymous. 



lAfter] A. Caracci* 
Tintoretto, 

C. F, Cepper, 

Tiepoli, 
L. Bassano. 



Oainsborough. 

Owent after Hoppner, 

Van Somer. 

Van Harp. 

Rcos. 

Anof^mous, 

Oiorgione. 

Anonymous. 

Pontormo. 

Tintoretto, 

Bassano. 

Anonymous, 



Rothenhamer. 

Gainsborough. 

Oriffier. 

L Spada. 

Sir Peter Lely, 

Anonymous. 

Bdema, 

Van Deist, 

Bankers, 



Virgin and Child \iAfter'] Vandyek, 

Virgin and ChUd Wter\ Vtmdyck, 



HAMPTON COURT. 
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No. 



Titia of Pietnr*. 



Paiuud by 



I 



JJJ} Twelve SainU 

THS aVKBM'S PRIVATB CHAHBBR. 



705. 
706. 

707. 

708. 

709. 
710. 
711. 
712. 
713. 

7U. 
716. 

716. 
717. 
718. 

719. 
720. 
721. 

722. 
723. 
724. 

725. 



726. 

7271 
730 J 



} 



731 

744 

745. 
746. 
747- 

7481 

749/ 

750 

751 

to 

75s 
754 
755 
7661 

757/ 



758. 
789- 

760. 



} 



Buildings and Figures 

Queen of George II. and her Son, \ 

William, Duke of Cumberland .. . I 

The Empisror Charles VI 

A Jewish Rabbi 



{ 



A Spanish Boy 

Lucretia 

A Landscape 

Anne, Duchess of York 

The Infant Duke of Gloucester, with v 

a Bird / 

St. Christopher, with Saints 

A Portrait of William III 

The Queen of James I 

Tobit restored to Sight 

George I 

James I , 

George II 

Cattle in a Landscape 

Dead Game, with Fruit 

The Marriage of St. Catherine 

Frederick, Prince of Wales, whenl 

Young / 

A Landscape 

THB king's PRIYATB DRBSSING 
ROOM. 



Caroline, Queen of George II. 
Four Doges of Venice 



GEOSGK THB SBCONO'S PKITATB 
CHAMBBB. 



Flower Pieces 

Fruit 

Fruit 

A Flower Piece 

Flower Pieces 

Grapes 

Flower Pieces with Insects 

Portrait of a Female with Flowers .... 
Fruit 

Boya with Flowers 



IN TBB KSZT CLOSXT. 

Judith with the Head of Holofemes .. 

Lord Holdemess 

Lucretia ••• 



D. Fern, 



Qhisolfl. 

Sir G. Kneller, 

Kneller. 
Gainsboroughf 
Rembrandt. 
Murillo. 
P. Bordone, 
R, Savegy. 
Sir P. Lmy. 



dfier 



L. Cranack. 
Anonymous. 
Van Somer. 
M. de V08. 
Sir G. Kneller. 
Van Sotner. 
Sir G. Kneller. 
M. Citrre. 
Snyders. 
lAftei} Correggio. 

Anonymous. 

Bankers. 



Anonymous. 
Fiaietti. 



BapHste* 

Van Aelst, 

M. A. CampidogUo, 

Bogdane. 

Mario di Fiori, 

M. A. Campidoglio. 

Withoos, 

Anonymous. 

M. A. Campidoglio. 

S, Rioci, 



Anonymous, 



UTiil 



AFPBirDIZ. 



M*. 



701* 

70s* 
7«4. 
76ft. 
701 
7*7« 
786. 



7«P. 
770. 
771. 



774. 

77ft. 

77«. 

777. 

778. 
779. 

780. 
781. 
78S. 
78S. 
784. 

785. 
786. 

787. 
788. 
780. 

7»o. 

791. 

798. 
793. 
794. 
79s. 
79«. 

797. 



798. 
799. 



601. 
803. 
808. 



The Detraction of Popery by itM\ 
EvaaMliats / 

GUroB ustmetiag AeUUei in tkfi Um \ 
ofthoBow / 

Judith with tho H«nd of HoiofemM . . 

Virgin Mid Child 

StittLifo 

An Encnaipniont 

King of PniaaiA 

Tho Judgmont of Puii 

ran CAETooics. 

Th« Dttih of AnsniM 

Eljnuui the Soreerer 

Peter and John at the Gate Beautiful 
The Miraenloua Draught of Fishes .. . 

Paul and Bamabaa at Ljitrm 

Panl preaching at Athena 

Christ*a Charge to Peter 



Matadky 



A Chalk DraiHng on Paper of Ba- 

phael'a celebrated Picture of the 

TrantAguration. 
John Lacj, a Comedian in the reign \ 

of Charles II / 

The Tomb of Lord Damley 

A Battle Piece 

A Sea Piece 

Mai^alen 

Louis XIV. on horseback 

Judith with the Head of Holofemea . . 
The Intenriew of Henrj V. with the \ 

Princess of 'France / 

A Portrait of a Gentleman 

The Palace of Prince Maurice ci Nas- ") 

aau, at Cleves / 

The Marriage of Henry V. 

Portndt of Himself 

Susanna and the Elders 

Interior of a Church 

St. Peter in Prison 

Lot and his daughters 

A Sea Piece 

A Lady and Gentleman 

Diana 

Joseph interpreting the Dream of the \ 

Chief Butler and Baker / 

A Portrait of a Gentleman 

TBI POaTRAIT OALLimT. 

William, Prince of Orange 

Dobton and his Wife 

Mary, Queen of James II 

Admiral Lord Keith 

Lord Hutchinson 

Spencer PerdTal • 



Roetiraten, 
Vander Meulm^ 
Atumjfmoua. 



RaphaeL 



Wrigki, 

L. de Heere, 

Bcurgognone* 

Parakie** 

Lelp. 

AnoHjfmoua* 

Oiudo* 

Kent. 



Oldembwg* 

Kent, 

Sir P. LOy, 

P. Fenmese. 

Steemoiek* 

ilnonymotw. 

lA/ter] OmiiO. 

PareeUea, 

Oiorgione, 

lA/ier] TiMa*. 

Anonpmom. 



Sir O. Kndhr, 

Dobton* 

VereUt. 

Anonj^mama. 

T. PhUip$, B, A. 

Joteph, 



HAMPTON COUBT, 



nix 



N<N 



Tida of PieMM. 



Mii««d by 



804. 
806 
to 
813 
814. 
815> 
810. 



! 



8ir. 

818. 
819. 
8S0. 
821. 

8sa. 

823. 
834. 
825. 
830 



20) 
283 



828 
839. 
830 
to 
832 
833. 
834. 
835. 
830. 
837. 
838. 
839. 

840. 
841. 
842. 
843. 
844. 
845. 
840. 
8471 
848 J 
849. 
850. 
851. 
852) 
toj 
855 > 



850. 



Richard Brintley Sheridan 

The Triompha of Juliiu Cmnx, con-l 
•iating fx nine picturet in water V 
colour* ...J 

Sir Jeffery Hudson 

Alderman Lemon 

Henrr VII. and hit Queen, Elisa- ] 
beth ; Henry VIII. and hi* Queen, > 
Jane Seymour J 

Portrait of a Man with a watch in his \ 
hand / 

Portrait of a Lady 

Schachner <rf Austria 

Portrait of a Lady 

Lord Damley and his Brother 

Portraits of Oentlemen 

Jane Shore 

Duke of Wirtemboff 

Edward III 



Portraits of Gentlemen unknown. 



The Daughters of George II. 



Portraits of Ladies unknown 



Haydn, the Ck>mposer 

Portrait of a Gentleman , 

George I 

Portrait of a Lady 

The Emperor Paul of Russia. , 
Stanislaus, King of Poland 



Anonjfvunu, 

Andrea MaMegna, 

Mpteiu. 
Anot^fmoui, 

Rerneet ofUr Holbein. 
Anonpnunu, 



L, de Heere. 
Anonjfuunu. 

Mgtene. 
Anongmout. 



Maingaud, 
Anot^fmout, 



William of Nassau, Prince of Orange, ) 
great-grandfather to William III. . ) 

Queen of Prussia 

Louis XIV. of France, when young . . 

Portrait of a Lady 

General Spalken 

Portrait or a Lady 

Portrait of a (Gentleman 

North, Bishop of Winchester 

Hurd, Bishop of Worcester 

Portrait of a Lady 

Duke of Gloucester 

George, Prince of Denmark 



Portraits of Foreign Prinees. 



THB aVBBN'B VtAimCABm, 

Ceiling 

Charles I. and his Queen, as Apollo « 
and Diana ; the Duke of Bucking- 1 
ham, as Mercury, introducing I 
them to the Arts and Sciences, [ 
while sereral Genii are driving away I 
Envy and Malice *' 



Dance. 

Qainabwvugh. 

Anonummu, 

Kneuer, 

DaU, 

Anonfwunu. 



rick, 

Q. Honthant, 



xzz 
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No. 



Titlaof Picun. 



PMnt«4 by 



857. 
858. 
850. 

8««. 
861. 
86s. 
863. 
864. 

865. 
866. 
867. 
868. 
869. 
8/0. 

871. 
8/2. 
873. 
874. 
875. 
876. 

877. 
878. 
879. 
880. 
881. 
882. 
883. 
884. 
885. 
886. 
887. 
888. 
889. 
890. 
891. 
892. 
893. 
894. 
895. 
896. 
697. 

898. 
899. 

900. 
901. 
902. 
903. 
904. 
905. 
906. 
907. 



THB QUBBN'B QUAKD CHAMBXB. 

The Triumph of Btcchiu 

A Fruit Piece 

Christ ia the House of Bfury and\ 

Martha / 

The Murder of the Innocents 

An Incantation 

Portrait of Gents 

Fair Rosamond Clifford 

C. F. Abel, an eminent musician and ) 

composer j 

Philip III. of Spain 

Portrait of a Man in Armour 

Portrait of a Youth 

Mrs. Delany 

Portrait of a Lady 

Duke of Gloucester, Son of Queen \ 

Anne J 

Mary de Medicis 

Whole-length Portrait of a Child .. . . 

Henry IV. of FrsnCe 

Portrait of a Lady in a large ruff. ..... 

Portrait of a Lady ' 

Sir L Newton 

Samson and Dalilah 

John Locke 

The Assembly of the Gods 

The Burning of Rome 

The Earl of Moira 

The King of Oude receiving Tribute . . 

A Wild Boar Hunt 

The Comic Muse 

Francis, Duke of Bedford 

Virgin and Child 

St. Jerome 

The Marquis del Guasto, and Page. . . . 

A Sea Port 

Portrait of Himself 

Portrait of Himself. 

Portrait of Tintoretto 

Portrait of Holbein 

Portrait of Giulio Romano 

Portrait of Michael Angelo 

Portrait of P. del Vaga 

The Triumph of Bacchus^ Venus,') 

and Ariadne / 

Interior of a Hall, with Figures 

St. George and the Fair Princess, 1 

Cleodohnde / 

Virgin and Child 

Cleopatra 

Still Life 

A Landscape, with Cattle 

Christian VII. of Denmark 

Charles XII. of Sweden.. 

Frederick II. of Prussia.... 

The Queen of Frederick II. of Denmark 



Ciro Ferri, 
De Heem. 

Vrieae. 

Old Bruegha. 

J. Baa. 

Sir T. Lawrence* 

Anonynums, 

iZoMneott* 

AnonyvMnu. 



Opie. 
Anonymwu. 

Kneller. 

Pourbua. 
Anor^ftnoua. 
Piturlms. 
Anonymoua. 



Sir O. Kneller. 
Vandyck. 
Sir G. Kneller. 
B. Sprangher. 
Oiulio RonuMO, 
J. Hoppner. 
Home. 
Snydera. 
J. Hoppner. 



Carlo Cignani. 
J. de Hennenain, 
Titian. 
Parcellea. 
Giacomo Baaaano. 
Sir P. Lely. 
Anonymotu, 



Romanelliy after Outdo, 
Van Delen. 
Tintoretto. 



Caracci. 
Roeatraeten. 
Swanetieldt. 
Anonymoua. 



HAMFtON COURT 



uzi 



N«. 



Till* •£ PicMN 



P»i»Mdby 



908. 

909. 

910. 

911. 
912. 

913. 
914. 
9I6. 
916. 

917. 
9I8. 

919. 
930. 
921. 
922. 
92s. 
934. 
925. 
926. 

927. 
938. 



989. 



930. 
931. 
932. 

933. 



9341 
9351 
9361 

937/ 
9381 

939/ 



940 



Mademoiselle de Clermont 

Marianne, Duchess de Bourbon, 1 
daughter of the Prince de Conti . . •' 

Madame Pompadour *• 

Cherries in a Dish 

The Holy Family 

Portrait of a Gentleman 

View in the West Indies 

Venus and Satyr 

Portrait of a Gentleman 

Italian Peasants 

Virgin and Child 

Portrait of Himself , 

An East Indian Scene 

A Dead Christ 

Portrait of Raphael 

The Judgment of Paris 

The Shepherd's Offering 

^Portrait- of Himself 

Nymphs and Satyrs in a Landscape . . 

Worshipping the Host 

Portrait of Himself. 



! 



} 



40) 
to} 
A3) 



943 
944. 
945. 

946. 

9*7. 

948. 
949. 



THE ANTX-ftOOM. 

Rear-Admiral Sir Charles Knowles' 
Squadron attacki&g Port Louis in 
St. Domingo, March 8, 1784 

A Dock-yard 

Deptford Dock-yard 

The Royal Yacht in a Storm, with^ 
Qiieen Charlotte on board / 

Rear-Admiral Sir Charles Knowles*'^ 
Action with a Spanish Squadron 
off the Havannah, in the Isle of 
Cuba, Oct. 1, 1748 
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with Cattle and Figurea / 



No. 



Pwwd by 



70. 

71. 
'2. 

73. 

74. 

75. 
7«. 
77- 

78. 



79. 

80. 
81. 
83. 
83. 
Si. 
85. 
86. 

871 

88J 

89. 

90. 

91. 

92. 

93. 

94. 

95. 

90. 
97. 
98. 



99. 
100. 
101. 
102. 
103. 
104. 
105. 
106. 
107. 
108. 

109. 

110. 
111. 
112. 
118. 

114. 

115. 



Claude. 

N. Pouuiau 

Claude, 

Rubens. 

A. del Sarto. 

TiHan. 
Rubetu. 
L. Caracei. 
Rubens. 



Correggio, 

Albano. 

Pietro da Cortona. 

Berghem. 

P. Veronese, 

Murillo. 

Philip de Koningh. 

John Elias Ridinger. 

Polidoro, 

Albano. 

Polidoro. 

Pietro da Coriona, 

Sasso FerreUo. 

Trevisani. 

Teniers. 

Vandyck. 
Andrea del Sarto, 
O. Poussin, 



Cujfp, 

Rubens, 

Rembrandt. 

Teniers. 

Wouoermans, 

Both. 

Rubens, 

Teniers. 

Fyt. 

Hobbema^and A, Van^ 

dervelds, 
Cuyp, 



Vangoyen. 
Fyt. 

Hobbema and A, Van- 
dervelde. 

Paul Potter. 



OROSVENOR HOUSE. 



zliU 



No. 



lltU of PictnM. 



Painted by 



116. 

117. 
118. 
119. 

120. 

121. 
122. 
123. 
124. 
125. 



126. 
127. 
128. 
129. 

130. 
131. 
132. 
133. 
134. 
135. 
136. 
137. 
138. 
139. 
140. 
141. 
142. 
143. 



A Fann Yard, with Cattle 

Portrait of Berghem'a Wife 

A Man with a Hawk 

An Italian Scene, with Figures 

Landicape, with Fishermen { 

Holy Family 

Virgin and St. Elizabeth 

Interior of a Chamber 

Portrait of Berghem 

Portrait of a Lady 

DINING ROOM. 



A Madonna 

Diogenes 

Macbeth and the Witches 

A* Sea Port on the Mediterranean, 

with Shipping and Figures 

A Flower Piece 

Joseph's Dream 

Landscape 

St. Veronica 

Portrait of Himself 

The Vision of St. Jerome 

The Wise Men's Offering 



} 



The Marys at the Tomb 

Magdalen, with Angels 

Landscape 

Head of St. John 

Virgin and Child 

Portrait of the Prince of Asturias. 
A Head of Christ 



A. Vandervelde, 
Rembrandt, 



Le Nain. 
Rembrandt and 

Teniern. 
C. Vandertoerf. 
Rembrandt. 
Oerhard Douw, 
Rembrandt, 



Quercino. 

Spagnoletto, 
Zuccarelli. 

Vemet. 

Mignon, 

Mengs. 

Claude. 

Morales. 

Salvator Rosa, 

Parmegiano,^ 

Rubens, 

8. Rosa. 

Schedoni, 

Horizonte. 

A. del Sarto, 

Tintoretto, 

Velasquez. 

A, del Sarto, 



CATALOGUE OF THE PICTURES 



▲T 



WILTON HOUSE, 

Ci^e deat of ^t 3&t. feon. (t^t Sari of ^imbroite. 



WILTON, WILTS. 



No. 



Tlilt of Pictara. 



Paiatadby 



1. 
3. 
S. 
4. 
5. 
6. 

7. 

8. 

0. 
10. 
11. 
12. 
13. 
14. 
15. 
16. 

17. 

18. 

19- 
30. 
81. 
32. 
S3. 
34. 
85. 
86. 
87. 



ANTl-ttOOM TO TBI COKNBK BOOM. 

DemocrituB 

Virgin and Child, with Angels 

Two Boys 

Battle Piece 

Dead Christ 

Battle Piece 

The Nativity 

St. Sebastian 

Our Saviour when a Child 

A Piper 

Three Children of Henry VII 

An ancient painting of Richard II. &c. 

A Man Smoking 

Judgment of Midas 

The Due d' Epemon 

Old Man and Children 

The Ascension 

St. Anthony 

Francis II. of France 

Virgin and Christ 

The Nativity 

Head of St. Paul 

Virgin, Christ, St. John, &c 

Landscape 

Virgin, Christ, &c 

Chnst taken horn the Cross 

Landscape 



Spagnofetto. 

Carlo MaratU, 

N. Poussin. 

Borgognone. 

Albert Durer. 

Borgognone. 

Novellari. 

Scarsellino da Ferrara. 

Paolo Mattel. 

Oiorgione. 

Holbein. 

Anonymous. 

Teniers. 

Filippo Lavri, 

Vandyck. 

Frank HaU. 

Oiulio Romano, 

Correggio. 

Zuccaro. 

D. Crespi. 

Theodora. 

A. Caracci, 

Contarini. 

O. Poussin, 

Raphael. 

Valerio Castelli, 

F. Mola, 



WILTON HOUSE. 



llT 



No. 



TitU of Pictar*. 

De Witt 

A Sea View 

THB CORMSB ftOOM. 

Prince Rupert 

A Flemish Subject .... 

Interior of a Seraglio 

Holy Family 

Dead Christ, with Angels 

Virgin and Christ 

Christ in the Temple 

Virgin and Child 

Boy taking Physic 

Interior of the Dusseldorf Gallery .... 

Bacchus and Ariadne 

A Madonna 

Virgin and Christ 

Departure of the Prodigal Son 

A Landscape 

A Holy Family 

Money Changers 

Young Woman and Dog 

Ruins and Figures 

Womoo bringing Children to Christ . . 

Virgin teaching Christ to read 

Philip Earl of Pembroke 

Holy Family 

Mars and Venus 

A Landscape 

The Nativity 

Dead Christ 

Infant Christ in the Manger 

The Assumption 

A Magdalen ,... 

Narcissus 

A Holy Family 

The Marriage of St. Catherine 

Judith 

A Magdalen 

Our Saviour and Joseph 

Head of Himself 

Judge More (Father of Sir Thos. More) 

A Madonna 

Christ taken from the Cross 

Market People 

A Holy Family 

Salutation of the Virgin 

Christ bearing the Crosa 

The Assumption 

TBI MBXT APAftTllKMT. 

Ceres 

Interior of a Church 

A Madonna 

Harmony between Poetry and Painting 

Edward VI 

Rape of Deranina. 



PaiDtad bf 



28. 

29. 



30. 
31. 
32. 
33. 
34. 
35. 
3tf. 

37. 
38. 
39. 
40. 
41. 
42. 
43. 
44. 
45. 
46. 

47. 
48. 

49. 
60. 
51. 
52. 
53. 
64. 
65. 
56. 
57. 
58. 

~^9. 
60. 
61. 
62. 
63. 
64. 
65. 
66. 

67. 
68. 

69. 
70. 
71. 
72. 
73. 
74. 



78. 
76. 
77. 
78. 
79. 
80. 



Gatpard Netscher, 
Vemet. 



Vandyck* 

Brainkenburg. 

Otto Venitu. 

A. del Scurto. 

BuffalnMCCO. 

Raphael. 

Salviati, 

Atbano. 

Bombaooio* 

Old Franks, 

^. Mola. 

Carlo MaratH. 

Baroccio. 

Wouvermans, 

Rubens. 

Parmegiano. 

Dom. Fetti. 

Correggio. 

Paulo Panini. 

Huens. 

Ouereino. 

Vandyck. 

Caracci. 

Vanderwerf. 

Claude. 

Rudens. 

Michael Angelo. 

Vandyck. 

Raphael. 

Titian. 

N. Poussin. 

Francesco Penni. 

Sophonisba Angosciola. 

Andrea del Martegna. 

Domeniehino. 

Canciagi, 

Mieris. 

Holbein. 

Carlo Dohe, 

Figino. 

Oiuseppe Oresci, 

Schedoni, 

Daume. 

A. del SartOt 

Rubens, 



Partnegimno, 

Stenwick. 

Sasso Ferraio. 

RonumeliL 

Holbein. 

P,Cresei, 



sivl 



APPENDIX. 



No 



Till* of neuni 



PMBMd by 



81. 
8S. 
83. 
84. 
8ft. 
86. 
87. 
88. 

89. 
00. 
01. 
OS. 
OS. 
04. 
Oft. 
OS. 
07. 



OB. 

09. 
100. 
101. 
lOS. 
103. 
104. 
106. 
105. 

107. 
108. 
109. 
110. 



in. 

112. 
113. 
114. 
116. 
110. 

117. 
118. 



U9. 



I Job and hU Friends , 

A Veiled Female 

Soldier* tearing oar SaTiour*! Coat. . . , 

Four Children , 

A Half-length 

A Gale 

A Calm 

DeMent of the Holy Ghost 

An Old Woman Rouling 

A Holy Family 

Charity 

Birth of St John 

Vii^^ and Child 

Triumph of Bacchus 

Cattle 

Beheading of St. John 

Shepherd and Shepherdess 



OBXAT ANTI-BOOIC. 

Countess (rf Castle- Haven 

Philip, Second Eari of Pembroke 

A Landscape 

A Liandscape 

Apollo flaving Marayas 

John, Duke of Marlborough 

Henry, Earl of Pembroke 

Portrait of Himself 

Dowager Countess of Pembroke, and i 

her Son, the late Earl / 

The Nativity 

A Landscape 

A Landscape 

An Ancient Painting from the Temple ) 

of Juno ) 

SIlfGLS CUBS nOOM. 

(The Ceiling, representing the Story of 
Dcedalus and Icarus, painted by 
Gios. Arpino.) 

Mr. and Mrs. James Herbert 

Mrs. Killigrew, and Mrs. Morton .... 

Earl and Countess of Bedford 

Countess of Pembroke and her Sister. . 

Thomas, Earl of Pembroke 

Lady Catherine Herbert 

Christ and the Woman of Samaria. . . . 

Margaret, Countess of Pembroke .... 

GKSAT CUBB KOOM. 

(The Ceiling, painted by Tommaso, re- 
presents several Stories of Perseus.) 
The Family Vandyck 

[Thu PictsM coaUio* ua wholo'Ungth Portrkiu 
Tb« two piincipml, in • oittiDg pootan, an Philip, Eurl 
of Penbralio, aad hi* Lodv | on tb«r right hjuid •(and 
thoir fivo aofia, Charioo, Lord Herbert, Philip, WiU 
liam, Jamei, and John | on their left their dang hter 
Anno-Sophia and her hneband Robert, Earl of Carnar- 
von ( before them. Lady Mary, daaghter of George 
Dake of Backiagham, and wife of Charlee, Lord Her- 
bert I and above, among the cloadi^ u« two aona and 
a dnaghtir, who died yaug.] 



Andrea Saechi, 

Anonptnotu, 

A. Caraeei, 

Rubena, 

Titian, 

Vanderoelde, 



Salimbeni, 

Rembrandt. 

Sehedoni, 

Ouido. 

B. Peruzzi, 

Simon da Petaro, 

Giulio Romano. 

RoeadiTvooU. 

Dobeon. 

Bloemart, 



Vandgek, 



WiUon. 
ZfueeareUi, 

Sebastian del Piwnho, 
Reynoldt, 



Vandyck, 

Reynolds, 

Theodoro. 

Bartolomeo. 

Berghem. 

AnonyvMUS. 



Lely, 
Vandyck, 

Lely, 
Wissing. 
Kneller. 
Qius. Chiari. 
Wissii^. 



Vandyck, 



No. 



WILTON HOUSE. 

TM* of Pietw. 

King Charles I. and hU Queen 

William, Earl of Pembroke 

The fint Wife of the second £arl\ 

Philip / 

Three Children of Charles I 

Duchess of Richmond, and Mn.\ 

Gibson the Dwarf / 

Duke of Richmond 

Countess of Castle- Haven 

Philip, Earl of Pembroke 



zlTi: 



PaJBMd by 



180. 
121. 
123. 

123. 
124. 

12S. 
126. 
127. 



Vandyck, 



CATALOGUE OP THE PICTURES 



▲T 



STOURHEAD, 

€i)t Scat of &tt l^u][)arTy Colt l^oare^ Sart., 



STOURTON, WILTS. 



No. 



1. 
2. 
3. 

4. 

5. 
6. 



8. 



9. 
10. 
to}. 
12) 
131 
14J 
15. 



16. 

17. 
18. 

19. 



Titl« of Picrore. 

IN THX BNTRANCB HALL. 

Sir Richard Hoare 

Lady Hoare, tiis Wife 

Henry Hoare, his eldest Son (on a*) 

Grey Horse) / 

Henry Hoare, his third Son aeaning i 

on a Pedestal) J 

Richard Hoare, second Son of thei 

first named Henry / 

Jane, daughter of Mr. William Ben- "| 

son, and Wife of the first named V 

Henry j 

William Benson 

Susannah, Daughter of the first 1 

named Henry, and first Countess > 

of Ailesbury J 

Anne, second Daughter of the same . . 

Other Family Portraits 

(On each side of the Fire-place) Cattle 

(On the West side) Fish and Vege- 1 

table Market / 

Tartar and Cossack 

(Beside the Marble Table) Landscape. . 

An Italian Landscape 

Landscape • , 



Painted by 



Anonymous. 



Dahl. 
Anonymotu. 



Wood/orde. 

J. Ward. 

Angello, 

Atkinson* 
Hobbema. 
Fiiippo Hackesi. 
T. Barker, of Bath, 



I 



8T0URHEAD. 



zliz 



N« 



Tttiu mt Ptcww. 

Mill, near Couven, N. Wales 

The Broken Pitcher 

The Bird'i Neat 

A Colour-griuder'a Shop 

Horses in a Stable 

The Cottage Door 

Scab, an old Shooting Pony, and'^ 

Spaniels / 

Eton, by Moonlight 

MUSIC XOOM. 

Landscape— Diana and Actseon . . . . ^ 

A Girl talking with her Fingers " The \ 
Dumb Alphabet " / 

Girl and dead Pheasant 

Girl and Dove 

A Child holding a Goldfinch 

A Scene in the E. Indies 

Peasant Girl and Lamb in a Storm. . . . 

Anne, Daughter of H. Hoare 

Henry Hoare 

The Car of CuthiUin (Ossian) 

AStoble 

Cattle 

The Tomb of Caius Cestios at Rome. . 

Interior of the Church of St. Peter at "r 
Rome / 

A Sketch for a Ceiling at Venice 

The Madonna deir Sedia { 

Our Saviour healing the Blind 

Indian Costume 

HeadofaChUd 

Beatrice Cenci 

The St. Peter Martyr (After Titian) . . 

Peasant Children 

Boy and Girl and Owl 

Land and Sea Storm (water-eolonrs). . 

A Landscape 

Landscapes 

Rocks and Water 

A Landscape '. 

A Landscape, on Paper 

DINING KOOM. 

Family Portraits 

Boys and Sheep (After Rubem) . 
Nymphs... 



Paintedby 



SO. 
21. 
23. 
23. 
24. 
25. 
26. 

37. 



28. 

20. 

SO. 
81. 
32. 
33. 
34. 
35. 
30. 

37. 

38. 
39. 
40. 
41. 

43. 

*•» ■ 
43. 

44. 

45. 
46. 

47. 
48. 

49. 

60. 

51 

52 

63. 

54) 

5'>/ 

56. 



} 



»7. 
58. 



69 

60 

61 

63 

63 

64 

66) 

tot 

673 



A. W. Callcott. 
Witherington^ 



Bone. 
Pond. 
CoUins, 

A. Cooper, 

Hofiand, 



The Landscape by Call- 
cott, the Figwree Ay 
W. Owen. 

Northcote, 

H, Thompson. 

J, Rising. 

S. Wood/orde. 

T. Daniell. 

S. Wood/orde. 

Owen. 

Reynolds. 

A. Cooper. 

MorUmd. 

Cuyp. 

Pietro Bianchi. 

P. Panhd, 

P. Veronese. 

Prince Hoare, aftex 

Raphael. 
Sebastian Rteci. 
T. Daniell, 
Holbein. 
{After-] Guido. 
F. Mola. 
Gainsborough. 
W. Hilton. 

F. Nicholson, 

Lucatelli. 

Horixonte. 

Pietro da Cortona, 
Anonymous. 

G. POtissini?) 



Coates. 



W, Hoare, 
A. Kaifffman, 
Coatef. 
W. Hoare, 



APPENDIX. 



TItlaaf nrt«n. 



PatiiMd bv 



7t. 

711 
Ttf 

71. 
74. 

7»i 
tot 

7»3 



79. 

M. 

81. 

8S. 
83. 

84. 

8S. 

8fil 

87* 

89. 

00. 
91. 

9S. 

93. 
94. 
95. 

9«. 



97. 
98. 



99. 

100. 
101 1 
102 i 



Charity (Kfta Sehednd) 

The SybUla Penica (After Ouereino). . 
St. CecUia (a drawing after Domenl' y 



Capidi (drawing after SchedotU) 

Penelope and Eurielea 

A Grecian Ladjr at a Tunboor Table. . 



Familj Sabjeeta 



■OUTH APAmTKBNT. 

Head of Democritos (After Saloator \ 

Rom) In bistre / 

A. Boy playing with TableU (After \ 

L.da Vinei) In bUtie / 

Rembrandt's Mother weighing money \ 

(a drawing) j 

Apollo (After P. Venmete) In bistre . . 
A Boy playing on a Guitar (After) 

Vanni) In bistre j 

A Mother feeding her Child (After \ 

Buroecio) In bistre / 

The School of Cupid (After Correggio) \ 

In bistre ../ 

Capids (After A. Caraeci) In bistre.. 

Poetry crowned with Laurel (After*) 

Carlo Dolce) In biitre / 

Two Uuf;hing Boys (After MurUlor)\ 

In bistre / 

St. Mark (After BarMomeo) In bistre 
The Head of Medusa (After L. da\ 

Vinci) In bistre / 

A Madonna and Child (After Cignani) \ 

In bistre j 

A Head (After Raphael) In bistre .... 
A School- Girl (After Schedoni) In bistre 
A Head of a Female pressing to her \ 

breast a Child (After Correggio . . J 
A Blagdalen (After Ouereino) Xn\ 

bistre / 

▲ IMALL ADJOIIflMO APABTMBHT. 

(Besides a Collection of drawings In 

Water Colours, contains) 

The Leaning Tower at Pisa 

The River Thames on Lord Mayor's \ 

Day / 

AKTB-BOOM TO LIBBABT. 

St. Michael ) (After Ouido Rem) In \ 

St. Sebastian ) bistre / 

Children from the School of Athena \ 
(After Raphael) In bistre / 



W. Hoare. 
Rombp, 



A, Kaufman. 



La Grend, 



Rou^g, 



Seidelnum, 
Roubff, 



Seideiman. 
Rouby, 



Anonymoiia. 
Canaletti. 



Rouby, 



STOc/RHEAD. 



U 



N«. 



Title et Plrmt*. 



PikiaMd by 



103. 

104) 

1183 



} 



113. 

Hi 

115 

116. 

117. 

118. 

119. 
130. 



181. 
183. 

183. 

134. 

135. 

186) 

127/ 

1281 

189 J 

ISO. 

131. 

132. 

133. 

134. 

135. 

136. 

137. 

138. 

1391 
1403 
141) 
148/ 



143. 
144. 
145. 
146. 
147. 
148. 
149. 
150. 
161. 
158. 



TBS LIBBAHT. 



Portrait of Pietro Lftndi, Doge of 



Venice 



} 



Views in Venice, each representing') 
•ome Annual Festival J 



THX CABIMtT BOOM. 



Peasants and Colliers. 
Landscapes 



View of Florence....... 

Sea- Port 

Landscape — Moonlight 

The Lake of Nemi, with the Story of 'i 

Diana and her Nvmphs / 

The Lake of Avemo, with the Story 

of iEneas and the Sybil, from a 

Sketch by Sir R. C. Hoare .... 

View of Naples 

A Storm with the Story of Jonah and \ 

the Whale (After N, Pouaan) . . . . / 

A Landscape 

A Landscape 

A Landscape ^ 

Landscapes (After Claude) 



} 



Landscapes 

A Landscape 

A Landscape , 

Moonlight, with Figures 

A Landscape 

Amphitheatre at Rome .. 
Interior of a Church ... 
Diana and her Nymphs . 

A Friar praying 

Rocks and water 

Landscapes 



Views in Venice 



ANTB-BOOM TO PICTUBB GALLBBT. 

Card Players and Fortune Teller 

The Servant Maid denying St. Peter. . 

View of St. Mark's Place 

A Battle* Piece 

The Daughter of Herodias 

Study 

Boy holding a Greyhound 

A Cardinal 

A Holy Family 

'Ilie Marriage in Canm (After P. 
Veroneu) ,..,.,.,.»,,,,... 



} 



Anonymous* 
Canaletti, 



Oainaborough, 

Momper, 

Marlow, 
Vcmet, 



Wilton. 



Tumet, 

Harlow, 

Tavemer, 

Claude. 
N. Pousnn, 
Claude, 

Lueatslli, 

t 

Bout and Baudoin, 

D. Teniers, 

Wilson. 

Rembrandt. 

C. W.Bamfylde. 

Gusparo d*OccMati^ 

H. V. Stein. 

XuccartUi. 

F. JUolu. 

Rosa di TivoU. 

Bartolomeo, 



Canaletti, 



Caraoaggij. 



Canaletti. 
Borgognone. 
Carlo Voice. 
P. Veronese. 
Anonymous. 
Domeiiiehino. 
Palma, Giooane, 

Sebastian Ried. 

a a 




m 



APPENDIX. 



N«. 



Tltla of PtetsM. 



Patnwrf by 



153. 

1B4. 
155. 
156. 
157. 
158. 
150. 

l6o. 

101. 

lOa. 



103. 



164. 
165. 
-166. 
167. 
168. 
169. 
170. 
171. 
17s. 
173. 

17*. 



175. 
176. 
177. 
178. 
179. 
180. 
181. 

183. 
183. 
184. 
185. 



186 1 

187 J 
188. 
180. 
190. 

191. 
198. 
193. 



TBB riCTUKS QALLSBT. 

(Beguming from the Left, u you enter) 

Souih'Side, 

The Triumph of Bacchue (After A. \ 

Caraeei) attributed to / 

A Holy Family 

The Rape of the Sabinet b ....*..... . 

The Oeniua of History 

Head of St. Francis (on paper). 

A Young Shepherd (on paper) 

A Head 

A Peaaant'a Head .<.. 

St. John and Lamb 

A Madonna 

Wett-Side, 

A Large Allegorical Painting, repre-'l 
•enting the Artist's introduction to > 
the Maichese Pallaricini j 

Democritos 

Apollo (a Sketch) 

A Girl in the Character of St. Agnes. . 

A Madonna and Child 

The Judgment of Hercules 

A Holy Family 

St. Teresa and a Young Carthusian . . 

Tobit and the Angel 

David and Goliath 

Marriage of St. Catherine 

Adoration of the Magi / 

JRi^A^ 0/ Chimney* 

Madonna and Child 

A Holy Family 

Ceesar and Cleopatra 

rhe Emperor Charles V. (After Titian) 

St. Catherine 

Head of an Old Woman 

St John in the Wilderness (A Sketch ) 

on paper) ) 

Design tor an Altar Piece 

Temptation of St. Anthony 

The Flight into Egypt 

A Holy Family 

SotUh-Side. 

Noah Sacrificing and its Companion.. 

La Madonna Degli Fiori 

Elijah restoring tbe dead Child to Life 
The Madonna and Child with St. John ^ 
the Baptist and St. Ambrosio .... J 

An Old Man's Head {Simeon) 

Two Boys' Heads 

Hope, &c ...*.•«•*•** 



Domemekino, 

Fra Bttrtolomeo, 
N. Pousein, 
Seb. Conea, 
Outdo, 
Guercino* 
Anonpmous. 
Titian, 
Sekedoni, 
Carlo Dolce, 



C. Maratti. 

Saloator Roea, 
P. Veroneee* 
Titian. 
C. Cignani, 
N. Pousain, 
iA/ter} Raphael. 
Pacchiarotto. 
F. Mola. 



Baroccio. 

Lodovico Cardi or 
Cigoli, 

Palma Veechio. 

{After} Raphael, 

Raphael Menga. 

Rubens, 

Lovino. 

BlurUlo or Velaequex, 

Titian. 

Spagnoletto. 
Tenters. 
C. Maratti. 
Guide Heiii, 



Imperiatt, 

Guercino. 
Rembrandt. 

Andrea del Sarto, 

Schedoni. 
Anonymotu. 
C. Maratti. 



N«. 



8T0UBHEAD. 

Tttl* of Plcuw. 

The Annunciation 

A Holy Family (on vellum) 

The Marriage in Cana (a Sketch on ) 

P»per) ) 

A Holy Family 

Eatt, or Window Side. 

A Madonna and Angels 

A Classical Subject 

A Group from Poussin's Rape of the i 

Sabines / 

(In the Middle Compartment) Dis- ) 

tress by Sea ) 

(In the Middle Compartment) Dis- \ 

tress by I<and / 

HA.LL. 

A Painting, subject not named 

Interior of the Pantheon at Stourhead 

St. Peter 

Old Parr! 

A Mill, near Llangollen 

Portrait of R. Fenton, Esq 

Portrait of Mr. W. Cunnington 

8TAIKCA8B. 

South-Side, 

Lake of Bracciano, near Rome 

View in Flanders 

View at Tivoli 

Landscape 

Landscape 

Weet-Side. 

Landscape 

Storm at Sea 

Lake of Albano with View of thci 

Campagna / 

Landscape, with Porcupine Hunting . . 

Landscape 

Castle of St. Angelo, at Rome 

North-Side. 

The Convent of St. Cosimato 

Bay and City of Naples, with a Be- -i 

gatU / 

Ruins 

Landscapes 

Eoit-Side, 

Landscape 

AStormatSea 

Landscapes 

Landscape 



Uii 



Punud by 



194. 
195. 
196. 

197. 



198. 
199. 

aoo. 
201. 

308. 



ao3. 

204. 
245. 
200. 
207. 
208. 
209. 



210. 
211. 
212. 
213. 
214. 



216. 
216. 
217. 

218. 
219. 
220. 



221. 
222. 

223. 

224) 

225i 



226. 
227. 
228V 
229 3 
230. 



Albano. 
L. da Vinci, 

P. Veronese, 

Schedoni. 

[After} A. del Sarto. 
Lit Greni. 

S. Wood/orde. 
H. Thompson, 



Leandro Bassano, 

Wood/orde. 

[After] Guido, 

Ammj/mous, 

CuUcott. 

Wcodforde. 



Moore, 

D. Tenters. 

Horizonte. 

Moinper. 

W. C. Bampfylde, 



Wotton. 
Vemet. 

Gregorio Fidtuiza. 

Anonymous. 
Domenichino (?) 
Salvator Rosa, 



Carlo Labruzzi, 
Pietro Antoniani, 
Anonymous. 
Wott<M, 

W. C. Bampfylde, 

Lueatelli, 
Wotton, 



lif 
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Till* of n«Mn 



Paiattd by 



331. 



334. 
335. 
330. 
397. 
338. 



339) 

346) 
347. 
348. 
340. 

360. 
351. 

353. 
353. 
354. 



355. 
356. 
357. 
358. 
359. 

360. 



361. 

36s. 
363. 
364. 



365. 
366. 



■ALOON. 

Allegorj of WUdom, m Uie Com-1 
panion of Hercules j 

Daughter of UerodiM with the Head \ 
of St. John (After Guido Rmi). . . . / 

Death of Dido 

Rape of Helen 

Family of Charles I 

Venue attired by the Graces 

Perseus and Andromeda 

The Judgment of Midas 

COLUMN nooM. 

(The Pictures in this Room are in 
Water Colours.) 

A Series of exterior and Interior "i 
Views of Salisbury Cathedral . . . . / 

Viam of the Lake of Thrasymene 

ViewofnvoU t 

The Tomb of Munatius Plancus, in i 

the ward between Rome and Tivoli / 

A View at Civita Caateilana 

Subterraneous View of Mecienas' Villa \ 

at'n?oli / 

Interior of the Colosseum at Rome . . 

The Bridge of Nami 

Scene on the River which flows down I 

to Temi £rom the celebrated Water- > 

fall J 

Another View on the same River .... 
The Arch of Constantino at Rome .... 

Fall of the Velino into the Nar 

An Avalanche, after De Loutherbourg 
Macbeth and the Witches on the\ 

Heath (In bUtre) / 

Bay of Naples and Mount Vesuvius \ 

(In bistre) / 

X2f TBB AOJOININO APAaTMBNT. 

(Above the Chimnejf.) Drawinge In 
Inetre. 

The Angel driving Heliodorus from\ 
the Temple (After Raphael) / 

Christ led to the Cross 

St. Sebastian 

Portrait of Raphael — ftnm the original ) 
in the Altoviti Palace at Florence j 

South'Side, 

Angels reading Music 

Over the Door, 

A Study from the subject of Heliodo- \ 
nu(No.36l) J 



lAfter} P. Veroneoe, 
Pompeo Batumi, 



lAfter 
U/ter 
lAfter 



Oueremo, 
Ouido Reni. 
Vandyck. 
lA/terj Guiito Rem. 

SebattiaH Botnkm, 



Titmer, 
Du Crot. 



F. McAo/soM. 
ZMCcareUi, 

Tito LurierL 



Seidelmann. 

^ After) It Sodoma, 



lA/ter] Ragthaei, 



« 

STOUBHEAD. 

Titit of Picfw 

The Three Fates 

Euit-Side. 

A. Sulgect firom the Incendio di Borgo 

Another from the Hetiodorui 

Subjecte from the Dispute of the Sa- \ 

crament / 

Night 

Night 

Morning 

The Angel deliyering St. Peter from \ 

Prison / 

Mount Paraassas 

Sappho 

Danae 

South-Side, 

OnrapofHeads 

Charity 

Than an alao ia th* wmo apanmnt Mvml Ilia- 
Wfieal liaaina in Biinra, l>y Ryaback, aad wnm 
LaadtcapM By Pkilip Hackaat m4 ailMn. 

« 



Ni. 



faiatti by 



366. 



367' 

368. 

3601 

370 J 

»7l. 

87S. 

373. 

874. 

375. 
376. 
V7- 



378. 
979. 



lA/ter] Michael Angtlc, 



lA/ier] Raphael. 



€fuereino* 
Jl» Caraecit 

Rapha^ 



Titian, 



Parmegiano, 
A, del Sarto, 



CATALOGUE OF THE PICTURES 



▲T 



LONGFORD CASTLE, WILTS, 



THE SEAT OF 



C)[|e Viigfyt fkon. ifyt lEarl of iftatlnot. 



Nu. 



TitU of Picfw. 

BNTKAMCK HALL. 

View of the Sea-port of Folkestone . . 

BILLIAKD KOOM. 

Portrait of Sir Christopher BouTerie, *) 

Bart / 

Portrait of Lady Bouverie, Wife of "i 

Sir Christopher / 

Portrait of Sir Edward BouverieA 

Bart / 

Portrait of Anne, Wife of Jacob Earl | 

of Radnor / 

Portrait of Harriet, first Wife of Wil- 1 

liam, Earl of Radnor / 

Portrait of William, Karl of Radnor. . 
Portrait of Rebecca, second Wife of 't 

the above / 

Portrait of Anne, third Wife of the l 

above J 

Portrait of Mary, second Wife of Ja- ) 

cob Visct. KolkeHtone ) 

Portrait of Jacob Visct. Folkestone . . 
Portrait of Mary, first Wife of Jacob ) 

Visct. Folkstone j 

VESTIBULI. 

Interior of a Church • • 



P»iBttd by 



1. 

a. 

3. 

4. 

ft. 
6. 

7. 
8. 

9. 
10. 

II. 
12. 



13. 



Marlow* 



Kloaiernuin, 



Ottiruborough, 
Hudson* 



Sir J, Reynolds* 

Cotes, 

AnongmouB, 



Van Clatf* 



LONGFORD CASTLE. 



ItU 



No. 



TitU of ncMf*. 



Paint«d by 



14. 
15. 
10. 

17. 
18. 

19. 
ao. 

81. 
S2. 
S3. 
34. 
S6. 
96. 

«7. 
S8. 

S9. 
SO. 
SI. 
S8. 
S3. 
34. 
35. 
86. 
37. 



109. 
S9. 
40. 
41. 
48. 
43. 
94. 
76. 
96. 
80. 



44. 

46. 
46. 

47. 

48. 

49. 
60. 
61. 
68. 
68. 
64. 
65. 
66. 
»7. 



IiOlfO PAELOUE. 

Portrait 

Landscape 

Landscape (Shooting Figures) 

Landscape 

Strolling Fortune-tellers 

Landscape 

Portrait of Himself 

Stable with Travellers 

Harbour, with Shipping 

Sea Piece 

Portrait 

Dutch Boors at Play 

Jacob, Earl of Radnor 

Portrait 

Cupids Harvesting 

Landscape (Moonught) 

Landscape 

Portrait of Himself 

Sea Storm <s 

Landscape 

Portrait of a Female 

Landscape 

Portrait of Mr. Kingsmill 

Landscape (Tivoli) 

DEAWIIfO EOOM. 

Portrait of Prince of Orange. 

Portrait of Rembrandt (small) 

Portrait of a Countess of Winchelsea. . 

Portrait of Sir Anthony Denny 

Martinius Rychart 

Portrait of a Lady 

Philip, Landgrave of Hesse 

Female holding a Pear 

Erasmus 

Carlo Dolce holding his own Portrait. . 
Egidius 

CBAPBL. 

Grand Altar Piece 

Door to Altar Piece 

Door to Altar Piece 

Virgin and Child 

Christ and the Woman of Samaria . . 

The Resurrection 

Wise Men's Offering 

Salutation 

St. Cecilia 

Ecce Homo 

Holy Family 

Virgin, Child, and St. John 

Deseent ftx>m the Cross 

Joseph's FUght into Egypt 



Mirmeidt, 

Momper. 

Old Tenien, 

Ferg. 

Linglebatdi* 

Ferg. 

Rembrandt, 

Wouvertnans, 

Salvatw Rosa, 

Vanderoeide, 

Rubens. 

D. Tenters. 

Sir J. Reynolds, 

Dobson. 

Ru.*ens. 

Ruysdadt 

Holbein. 

Old D. Teniers, 

Cupp. 

Wynants, 

Cornelius Janssen, 

O. Poussin, 

C. Janssen* 

O. Poussin, 



Mireveldt, 

B. Biscar, 

Zuccaro. 

liolbein, 

Vandyck, 

Zuccaro. 

Mireveldt, 

B. Biscar. 

Holbein, 

Carlo Dolce, 

Holbein, 



Albert Durer, 



\ 



Parmegiano. 
Contangi. 
Sebastian Rieei, 
A. Durer, 



C. Maratti. 
Costangi. 
C. Maratti, 
Oarafolo. 
Rothenhamer, 
J, Brueghel. 



IvUi 
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TIlU •# rictn* 



Puatad 



*z 



M. 

«9. 



61. 
6t. 
Ct. 
04. 
M. 

«7. 

88. 

69. 

7«. 

71. 

7«. 

74. 
lOS. 

7». 

78. 
144. 

79. 

77. 

78. 

81. 

81. 

88. 

84. 

85. 
160. 

87. 
88. 

89. 
90. 
91. 
98. 
93. 
143. 

148. 
96. 

97. 

96. 

99. 
100. 
101. 

86. 
108. 
104. 
106. 
106. 
107. 
106. 

65. 
110. 
111. 



Holy Fttmilj .»«»«r 

Holy Ftunily 

▲lITI-CHArBL. 

Portrait of Coro«litta Jaanea 

f«<ml<fipo • ••...... 

Diana and Nymph* (Sketch) 

Lnndacape 

Lnndacaoe 

Calvin, the Rrforaier 

Strolling Playen No. 1 

St. John in the Desert 

Strolling Playera No. 8 

Beta, the Reformer 

Aeolampadiiu • 

Travellers 

Holy Family 

Landscape 

Kins Charieel 

Landsc^M 

Portrait 

Queen of Charles I 

Sir A. Dennj (very small) 

Samuel Aaomttng David 

Woman at Confession 

Piassa di S. Marco, Venice 

Prince of Orange 

Holy Family -.... 

St. John pomting to The Lamb 

View on the Dutch Coast 

Charles V. Emperor of Germany 

Bird's-eye view of Fontainbleau and i 

environs / 

Prince of Orange 

Madonna at Prayer 

Christ on the road to Emmaus 

Dutch Fair 

Count d' Egmont 

Portrait oi Lady Cary, who died for *) 

Love of Edward III / 

Landso4>e, with Bathers 

Venice 

Portrait (said to be) of Mary, Queen ^ 

of Scots / 

John Selden 

Fruit-Tankard and Flowers 

Female Portrait 

Dutch Boors quarrelling 

Figures Bathing 

Landscape 

Queen Elisabeth 

King Edward VI 

Henry VII I's Children 

Ruth and Naomi 

Battle- Piece 

Flower- Piece 

Battle-piece 

Prince of Orange... 



L. CaraceL 
G*RoneaMd, 



V. H. JansBou 

J. Brueghel, 

RuAetu, 

Vanuden, 

Mota, 

Holbein, 

Collet. 

AntotuMm* 

CoUet. 

Holdein, 



Brueghel. 

Carlo Marattu 

Vanuden. 

Vandjfck, 

Wynante. 

Tintoretto, 

Vandffck. 

Holbein. 

Vandyek. 

Henukerek, 

Caliunari. 

Mireeeldt. 

Sebaatian id Bicci, 

RomaneUi. 

Van Cleve, 

Ant. More, 

Old PeHt, 

Ce. de Moan, 
Sauo Ferret, 
RomaneUi. 
Wowoermana, 
Ruben*, 

Holbein, 

Poelemberg, 
Caliaoari, 

TStueearo. 

C. Janeeen, 

J. de Herm, 

Anof^/moua. 

Teniera. 

Pttelemberg, 

Mola. 

J. van Raneeteyn, 

Holbein. 

J. de Mabute, 

MurUlo. 

Borgogn«ne. 

Velvet BruegheL 

Borgognone. 

Raoeeteyn, 



LONGFORD CASTLE. 



Itx 



N«. 



lis. 

113. 
114. 
116. 
116. 

117. 



118. 
llff. 

ISO. 



ISI. 
ISS. 



1S3. 
134. 
185. 
136. 
137. 



138. 

139. 
130. 
131. 

133. 
133. 

134. 

135. 



136. 
137. 
138. 
139. 

140. 

141. 
145. 
146. 

147. 



A Cardinal 

Thomaa, Duke of Norfolk 

Tobias anointing Tobit's Eye 

Virgin and Child 

Queen Elizabeth 

Queen Mary 

OALLBRT. 

Magdalen 

Natban pointing to David " Thou art \ 
the Man »* / 

Son Rising on the Bay of Naples, 1 
the Allegorical Morning of the Ro- > 
man Empire J 

The Eseurial (Landscape) 

The Martyrdom of St. Sebastian byl 
command of the Emperor Diocle- > 
sian J 

Worship of The Golden Calf 

Venus oisarming Cupid 

Passage of the Red Sea. 

Jupiter and Europa. 

Two fulUlength Figures, with Uble^j 
covered with all sorts of instru- I 
ments — Subject and the Portraits | 
unknown j 

Sun setting — with Roman Ruins — I 
The Allegorical Evening of the Ro- > 
man Empire j 

Christ crowned with thorns 

TheSaltttotion.... 

Adrian Pulidoporeja (Spanish Ad-1 
miral) / 

Joseph's Dream 

Portrait, full-length, with Hand rest- 1 
ing on a Helmet, name unknown. . / 

Rubens on a Horse given him by\ 
Vandyck / 

Gaston, Duke of Orleans 

GBXBN YBLyiT BOOM. 

Portrait of a Female 

The Painter's Boy 

The Due de Valentinois 

Virgin and Child, St. John and two "i 

other Figures / 

Portrait (said to be, but very doubt- \ 

ful) of Martin Lather / 

Virgin, Child, and St. John 

Titian's Mutress 

Portrait of a Sculptor with his right ^ 

hand on a Bust / 

Portrait of Juan di Parigi (his Moorish \ 

SUve) / 

rOf thli adofiirablo work, the ■torjr rina, that It wu 
tli« PicMft MDt to Philip IV. 0f SpaiB t* $kmm km 
• Wkat VdaHMS c«ml4 do."] 



FaiaMd bjr 



C Januen, 

Holbnn, 

SfiagnoMto. 

Mabtue. 

Zttccaro, 

NeUcher* 



Rembrandt, 

Claude Lorraine, 

Rubene, 

Michael Angela and 
Sebastian del Piombo, 

N. Poussin. 
Correggio. 
N, Pouuin, 
Ouido. 

Holbein, 

Claude Lorraine. 

Carlo Dolce. 
Francesco Pemti, 

Velasquez, 

Pietro da Cortontu 

Titian. 



Vandifck, 



Raphael. 

Rubens. 

Titian. 

A. del Sarto. 

Holbein. 

L. Caracei, 
Oiorgione. 

Titian. 
VelaequoM, 



u 
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Tllk of Pfetan. 



P«tnl*d by 



148. 
149. 

IM. 
ISl. 
IftS. 
163. 
154. 
168. 
166. 
167. 
168. 
160. 
161. 
16S. 
16S. 
164. 
166. 
166. 
167. 
168. 
160. 
170. 
171. 
17«. 
178. 
174. 
176. 
176. 
177. 



178. 

179. 
180. 
181. 
18S. 
183. 
184. 
185. 
186. 
187. 



188. 
189. 
190. 
191. 

199. 

198. 
194. 



QEBBIf DBBISIITQ BOOM. 

B«ttl«-Piaee 

Mr. Tftylor, Master of Reveb tct 

Charletl / 

Fftmily Oroap (aame unknown 

Froat-Pieee 

Lmdtape , 

Ladj Knight 

Commercial Port 

Oroup of Copida 

Spring Season 

A MarQrrdom 

Oiil'iSchooL 

Summer .■•* •••••.••..«•..•... .*•• 

Atttnmn 

Qtoap of Cupidi 

Winter 

Hagar and lahmael 

Sketch 

Old Man's Head 

OliTer Cromwell .* 

Portrait of Himself 

Portrait of Himself. 

Portrait <rf Sir Peter Young 

Battle-Piece 

JjadjTilney Long 

Duke of Alva on Horseback 

Countess of Cumberland 

Landscape 

Mary de Medids 

Portrait of the Duke of Alva. 

QBBBir BBD-BOOM. 

Charity 

Miss Smith 

Colonel Darenant 

King William III. on Horseback .... 

Countess of Chesterfield 

Countess df Monmouth 

Boy's School , 

Lady Forster 

Interior of a Church 

Sir Francis WaUingham, with 8U\ 
George and Staif / 

CBINBBB BBD-BOOM. 

Viset. Folkestone 1801. 

Edward Bouverie 1747. 

Honourable W. H. Bouverie .... 1773. 
Anne, Daughter of Sir William Bou- \ 

verie . 1708./ 

Edward des Bouverie, Son of Sir") 

Lawrence / 

Honourable Edward Bouverie. . . . 1773. 
Hon. Bartholomew Bouverie • • • • 1773. 



Hugiet^urgh, 

Comeliiu Jmuten. 

Terburgh, 
Haoerkemp, 
Van Dieat, 
Comelitu Jarusen. 
Vein JHest. 
Cornelius Schut. 
Btuaan. 
F. LouH. 
C. F. Cypoe, 
Baaan, 



Comeliut S^iU. 

Bassan, 

F. Mold, 

Rttbens. 

Spagnoletto* 

Walker. 

Kneller, 

Lelg' 

Mireoelt. 

Borgognoru!, 

Sir Joshua Reynoldsm 

Rubens. 

Anonjfmous, 

VanDiest, 

Rubens. 

Diepenbelu, 



L. Caracci* 
Closterman, 
Sir P. Lely, 
Netscher. 
Von^ek. 



C. F. Cypoe. 
Vandffck, 
Van Cleve* 

Van Somer, 



Sir W, Beechey, 

Hudson. 

Oainsborough, 

Kneller, 

Mtrewli, 
Gainsbcrought 



LONGFORD CASTLE. 



Id 



No. 



195. 
196. 

197. 
198. 

199. 
200. 
201. 

202. 

203. 
204. 
205. 
206. 
207. 
208. 



Titl* of Pleura. 

Jacob, Son of Sir W. Bouverie . . 1706. 

Sir Edward Boaverie, Knt 1688. 

Sir Christopher, Son of Sir William \ 

Bouverie j 706. / 

Ann Porterge, Wife of Sir Edward \ 

Bouverie 16O8./ 

William, Son of Sir W. Bouverie 17O6. 
Jane, Daughter of Sir W. Bouverie 1707. 
Jacob dei BouverieB, Son of Sir Ed- \ 

ward, first Proprietor of Folkestone J 
Gabriel dea Bouveries, Bishop of\ 

Angers 1672./ 

Edward, Son of Sir W. Bouverie 1703. 

Lady Pleydell 1729. 

Anne, Countess of Radnor 1786. 

Honourable P. Pusey 1777. 

William, Visct. Folkestone 

Honourable Mn. Grant . , 1749. 



PiiBUd hy 



Kneller. 
AnonymouBt 

Kneller, 

Anonymous. 
Kneller. 



Anonymous* 



Kneller. 

Dahl. 

Sir Joshua Reynolds. 

Kauffman. 

Mad. Le Bnm, 

Hudson, 
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BURLEIGH HOUSE, 



NORTHAMPTONSHIRE, 



C|)e deat of ti)e i&axquifi of eytUr. 



Till* of PicMra. 



PaiBtri by 



«EIAT BALL. 

Portrait of Laancelot Brown, Esq 

Interior and Exterior Views of Burleigh \ 

House / 

Sir W. Raleigh and hit Son 

CBAPBL BOOM. 



[After] N. BoUund, 

QarrartU 

Anonpmoui. 



Head of St. John Baptist Carlo Dolce, 

David dancing before the Arlc . . . ,. Domeniehino* 

Creation of the World '. Lanfraneo, 

Cupid Sleeping Franceschini, 

'Queen of Heaven i Albert Durer, 



St. Cecilia 

Adoration of the Wise Bf en 

Christ with a Garland of Flowers , 
Jesus and the Woman of Samaria 

Death of Elizabeth 

Virgin and Child 

St. Clara 

Virgin in the Clouds 

St. Philippe Neri 

Titian's Wife and Son 

Christ and St. Peter 

Read of an Angel 

Prodigal Son 

St. John 

Conversion of St. Paul 



iA/ter] Domeniehino, 

F. Vanni, 

[Afier] C. Dolce. 

Ouerdno. 

Andrea Sacchi, 

Farmegiano. 

[After] A. Durer. 

A. Caracci, 

Ouido. 

Teniere. 

Tempesta. 

Guido. 

Fra Coxza, 

Purmegiano. 

Oiulio Clomo, 



i 



BURLEIGH HOUSE. 



Izii 



TitU of Pictiiw. 

Virgin and Dead Christ * . . . 

Small Landscape 

Joseph and Mary 

Bead of the Virgin 

Shepherd and Cattle 

Mary, Jesus, and John the Baptist 

Christ supported in the Clouds 

Virgin, Jesus, and St. John 

Jacob's Dream 

Passage of the Red Sea 

Mary and Jesus 

A Magdalen 

Another 

Luidscape 

St. Peter 

Martyrdom of St. Catherine 

The Nativity 

Flemish Heads 

Flemish Heads 

Monkeys in Capuchin Habits 

Martyrdom of the Sainta 

Jesus and his Mother 

Adoration of the Shepherds 

Two Boys 

Landscape and Figures 

Martyrdom of St. Andrew 

Scourging of Christ 

Descent of the Holy Ghost at Pentecost . . . . 
Adoration of the Wise Men 

TBB CBAPXL. 

Christ and Zebedee's Wife 

Solomon's Idolatry 

Christ and Mary Magdalen 

Saul and the Witch of Endor 

Adoration of the Shepherds 

Jephtha's Vow 

Finding of Moses 

THB BILLIARD BOOM. 

Anne, Countess of Exeter. 

John, Fifth Earl of Exeter 

Elisabeth. Countess of Exeter (Second wife\ 

of the Sixth Earl) / 

Honourable Edward Cecil (Fourth Son of \ 

the Fifth Earl of Exeter) j 

Lady Elisabeth Aislabie (Daughter of the\ 

Fifth Earl of Exeter) J 

Brownlow, Ninth Earl of Exeter 

Letitia, Countess of Exeter (wife of the\ 

Ninth Earl) a copy by / 

William, Third Duke of Devonshire 

Rachael, his Duchess 

Brownlow, Ninth Earl of Exeter. 

Hannah Sophia, his Countess 

Honourable William Cecil, (brother to the\ 

Sixth Earl of Exeter) / 



Palmed by 



jR. Van Reni. 

[AJter] Paul Bril, 

F. Baroccio. 

Guido. 

BuHsano. 

C. Maratiu 

Rubens. 

Surcelo Ferrara, 

Ciguli. 

Agnolo Bronxino, 

Guido, 

Poelemberg, 

C. lUaratti. 

F Botognese, 

Guido. 

Giulio Romano. 

John de Lis, of Breda. 

Anonymous. 



Teniers. 

F. Trevisani. 



Sebastian Rieci. 
Lorenzo Credi. 
Verdizzotto. 
F Treoisani, 



Carlo Le Brun* 
J. de Lis, 



P. Veronese. 

Carlo LoH. 

Libert. 

C. Loti. 

Libert. 

Luca Giordano, 

Carlo Loti. 



Kneller, 



Anonymous, 



Hudson, 

Powell. 

Anonymous. 



Richardson. 
Mrs. Varelts, 

Anonymous, 



IsSt 
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Till* cf Piftara. 

BaH«r», DiieheM of Clerelaad 

Henry, Tenth Earl aud First Marquen of] 
Exeter, Conntea« Sarah, and Lady Sophia V 
CecU J 

\Tki» U tk* NoblMiMi. •■ acceaat of whoat mkrrian <• 

«•«« ia a fnimar pan* at iIm pmant Volama Tba LmAy died 
I 1797, laavhiK i»q Koui aaa a U^eghicr; kar Haabaad fol- 
iMrad Imt la IMM. agtd 50 ] 

Lucy. Ducheas of Montroae, a copy 

Annahella, First Wife of the Sixth Earl of \ 

Exeter / 

John, Seventh Earl of Exeter 

John, Fourth Earl of Exeter, and Frances, \ 

his First Wife / 

William Christopher, Esq., Husband of\ 

LMly Elis. CecU / 

BOW-WlMDOWy Oft BALL'SOOX. 

Hie Planetary System 

Cupids in Armour 

Antony and Cieooatra 

Battle of Cannie 

Cleopatra and her Women drawing up*) 

Antony to her Window / 

The Death of Cleopatra 

The Continence ot Scipio 

Celestial Globe, &c 

BftOWN DftAWIlia-BOOM* 

Lady'Dorothea NeviU (Wife of First Eari\ 
of Exeter) J 

Mademoiselle de la Vallierd 

A Study 

Edward VI 

Virgin, Child, and Angel 

Elishaand the Widow 

Henry VIII 

Virgin, Child, and Angels ^.... 

Narcissus 

Ferdinand Alvares, Duke of Alva 

Thomas, First Earl of Exeter (eldest Son \ 
of the Lord Treasurer Burleigh) / 

Coriolanus and the Roman Matrons 

David with Goliath's Head 

TuUia driving over the body of her Father . . 

Landscape 

Marcus Curtius 

Flower Pieces 

A Battle Scene 

Olindo and Sophronia 

Landscape 

Madame de Maintenon 

— The Daughter of Herodias with John the \ 
Baptist's Head J 

FIower> Piece 

Landscape 

Virgin and Child 

Woman's Hoad ^. 



Punudbjr 



Lelg. 
Lawrence, 



Powell, 
AHOf^fmous, 



Laguerre, 



•^^■i i 



Comeliut Jansseiu 

Peters, 

Vandjfck, 

Holbein, 

Quereino, 

Brandi. 

Holbein. 

Qiulio Procaeeini, 

C. Maratti. 

P, Veronese, 

C, Janssen. 

M. Beccafkmi, 

FrancescMni. 

Gius. Chiari. 

Jan Both, 

Luea Oiordano. 

Anonymous, 

Rubens, 

L, (hordano. 

G. Poussin. 

[After] Lebrun, 

Guido. 

Baptist 
Domenichino, 
Peters. 
Rtwibrandt. 



BURLEIGH HOUSE. 



\%v 



Tid«of Picnn. 



Punud by 



Adoration of the Shepherds . 
Marriage of Boaz and Ruth. 

Three Elements 

Mary and Jesus 

Man's Head , 

Landscape 

Fruit- Piece 

Virgin and Child 



BLACK BBD-CHAMBEK. 

Christ giving the Keys to St. Peter 

Charles XII. of Sweden 

Venus and Cupid 

Erminia discovering herself to the Shepherds 

Architectural Piece 

Countess of Desmond (the Celebrated Lady \ 

who died in 161S, aged 145) / 

Latona and the Countrymen 

Isabella Clara Eugenia, daughter of Philip \ 

II. of Spain j 

Lady's Head, unknown 

The Painter's Head 

JEthra and Theseus 

Ariadne abandoned by Theseus 

WSST DBBStlirQ-BOOM. 

Woman Taken in Adultery 

Jupiter and Antiope 

Lady Pembroke 

Rocks between Naples and Punuoli 

Carthusian Friar 

Doris wounded by Silvio. 

Landscape 

St. Jerome 

Sam 

Holy Family 

Landscape 

^sop's Fable 

Robert Devereuz, Earl of Essex 

Lady Sophia Ann Cecil, Daughter of Thomas 1 

First Earl of Exeter / 

David and Bathsheba 

Death of Adonis 

Sketch of the Altar at Perugia «... 

Virgin appearing to St. Bruno 

Nymphs adoring the statue of Pan 

St. Jerome 

Countess Matilda on Horseback 

llOmTH-WBBT DBBS8INO-BOOM. 

Neapolitan Girl 

Beggars Regaling 

Landscape, with Venus and Adonis 

Landscape 

Domenichino's Mistress 

Jupiter painting, with Mercury and Diana 1 
attencung * / 



Tempesta. 
C. Ferri, 
F. Albano. 
Albert Durer, 
Rembrandt. 
Domenichinn. 
C. de Heetn 
Sa980 Ferrato. 



Palma Vecchio. 

Anonymotts. 

Michael Angela. 

Lauri. 

Old Franck. 

Rembrandt. 

lA/ter] Elaheimer. 

Chr. Masaini, 

Anonymotu, 
Van Eyck. 
Ang. Kauffman. 
A. sola. 



L. Oiordano, 

S. Ricci. 

As^eld. 

Minderhout. 

A. Caracci, 

O. Chiari. 

EUheimer. 

\A/ter:\ Van Balen. 

Saioator Roaa. 

D. Monna. 

Hendrick Van Lant. 

Castiglione. 

M. Gerard. 

Janssen. 

L. Giordano. 
F. Baroccio. 



Van Eyck. 
Domenichino. 
Pastteri, 
Cimabue, 



Peten, 

Murillo. 

Claude. 

Gio. Bologneoe. 

Domenichino, 



Mola. 



Itri 



APPENDIX* 



Tit)« ol nmrt. 



Battle- Pieca 

Landscape 

Another 

Hunting Wild CaU 

Veniu and Cupid, encircled with Flowcra . . 

Snaniard with a Guitar 

venue and Satjrr 

StiULife 

Hon. Charlee Cavendish asleep (Second Son *! 

of William, Third Earl of Devonshire; . . J 

Door Piece 



CHINA CLOBKT. 

Birda and Beasts 

Hol^ Famil V 

Yiigin, Child, and John the Baptist (water \ 
colours) / 

Parmegiano's Mistress / 

Vii^n and Child 

CUtie,in Crayons 

QUSBN BLIZABXTH's BBD-BOOM. 

Venus and Adonis 

Tobit and Angel 

Christ in the Garden 



' BACK DBB88IW6-B00M. 

Uarriage procession of Othello and Desde- 

mona 

Cottage Scene 

Another 

View near Naples 

Another 

Una and the Lion 

Lord Treasurer Burleigh 

Bunch of Grapes and Flowers 

Eruption of Mount Vesuvius, 1767 

Sybil [After] Quido.... 



} 



aUBBN BLIZABBTH*B DBXSSIKG-&OOM. 

Landscape 

Bose and Glass 

Earth 

Fruit and Insects 

Duck Hunting 

Landscape 

Flower- Piece 

Another 

Water 

Abelard presenting Hymen to Eloisa 

Charles 1 

Charles II. and his Brothers and Sisters, "i 

when Young / 

Henrietta Maria, Queen of Charles I 

Fruit-Piece 



MbwJ by 



P.- C. Verhoek, 
Pous$m, 



Koninek, 

Guercino 4" Da Fiwi, 

Valentino. 

L. Oiordano. 

Ang. Baitaglio» 

C, MaratH, 

L, Vagneer, 



Koninek. 
Pas$eri, 

Patoun, 

E. Peachi, iAfter} 

Parmegiano* 
Caravaggio, 
Lady H, FitzgeraU, 



G. Chiari. 

Mola. 

Bassano, 



CaUot. 
Fabris. 



Miss Chaplin, 
Anonymous, 
Miss Oray, 
Anonymous. 
Hon. Miss Finch. 



Buysdael. 

Vandermin. 

Brueghel. 

Basschert. 

David of Antwerp. 

Tempesta. 

Baptist. 



Brueghel. 
Ang. Kauffman, 
Old Stone. 



Vandyek. 

M. Angj CampidogU: 



BUBLSIOH HOUSE. 



IxtU 



Tiilt of Pietar*. 



Painted by 



Another 

Head of Martin Luther. 

Landscape 

Flower- Piece 

Another 

Fire 



Cock*t Fighting 

Landaeape 

Air 

Death of Eloisa 
I>ead Game . . . . 



rUKPLB TBLVST BBO-BOOM. 



Soaannah and the Eldera . . 
Lady Ann Cecily Wife of 

Northumberland 

Lady Warwick 



Tenth Earl of 



} 



WIST SBSSilNG-aOOM. 

Reconciliation of Peter and Paul 

Susannah aod the Elders 

Vision of St. Frances (on slate) 

Virgin and Child 

Holy Family 

. Victory introducing the Doge Simon Memmo 

Marriage of St. Catherine 

A Head 

Shepherd, Dog, and Sheep 

WUliamTell 

Joseph and Potiphar's Wife 

A Battle Piece 

Another 

Fame decorating Shakespere's Tomb 

Sterne's Maria. 

Landscape, with Batde 

Another 

Head of David 

Sketch .'^ 

Men playing at Dice 

Ixion embracing the false Juno 

Leda and the Swan 

Rinaldo and Armida 

Flight into EKypt 

Jnpiter and Semele 

Jupiter and Danae 

Journey to Emmaus 

St. Hubert 

Adoration of the Shepherds 

HALL BSD DBBS81N0-BOOM, OB FIB8T 
OBOBGB BOOM. 

(The Ceiling represents the following Myo 

thological and other Subjects / 

The Four Seasons. 
The Four Eiements. 
Hercules slaying the Lion. 



.Dnmenichino, 
Zuccoi-o. 
C. Maratti. 



M. Ang. CampidogtUu 
Kranack. 
Tempeata, 
Baptist, 

Brueghel, 
Datnd Koninek, 
Buygdael, 
Brueghel, 
Kat^^nan, 
Vandermin,. 



Cara9agg(o% 

Vand^ek, 

AsfifieU, 



O. Hanihont, 

Lely. 

Veronese. 

Q. B. Castiglionek. 

[After] Raphael, 

P. Farmato. 

Ang. Kauffman,. 

Anonymous, 

Tenters. 

Rembrandt, 

V. Castetti. 

Castiglione* 



Kauffman* 



H. Carre, 
N. Berghen, 
Guereino. 
L. Caracei, 
Mignard. 
C. Marutti. 



Poelemberg, 

Durer. 

C. ApoUontus. 



Verrio. 



e 2 



IxfiU 
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Title trf PicUN. 



PaJDUdby 



Apollo flaying Manju 1 ) 

DaphDe and Apollo 

Hjacinthua and Apollo 

Two Boys aupporting Stone- work 

Homing chaiing away Night J 

Venut and Cupid 

Three Goddesses sending Mercury to Paris. . 

Holy Family (on copper) 

8t. Peter 

Virgin, Christ, and Joseph (on copper) 

Finding of Moses 

Rinaldo and Armida 

Boy and Pigeon 

H oly Family 

St. Paul 

Judgment of Paris (on copper) 

Christ in the Garden 

Christ Sleeping 

Virgin and ChQd appearing to St. Dominic i 

(on copper) / 

The Nativity 

Child Jesus 

Head of St. John (a sketch) 

Virgin and Child appearing to St. Clara . . . 

The Salutation (on copper) 

Rnding of Moses 

Virgin and Child 

St. John 

Return from Jerusalem 

St. Catherine 

The Samaritan Woman 

Virgin and Child 

Christ and the Doctors in the Temple 

Finding of Moses 

Flight into Egypt 

Holy Family 

Another 

TBI JXWKL CLOSIT. 

Marriage of St. Catherine <{ 



Virgin and Infant Christ 

Our Saviour blessing the Elements. 



XfBW BTATK BSD-ROOM, OK SKCOIID GIOXGB 
KOOM. 

(The Ceiling represents various Classical 1 
Subjects ; the Tapestry, designed by F. > 
Albano) J 

Cleopatra Decorating Marc Antony's Tomb 

Angel and Child 

Small Landscape 

Another 

Penelope over the Body of Ulysses 

Agrippina landing at Brundusium, with*) 
the Ashes of Oermanicus J 

Love Conquers Prudence 



Verrio, 



Pouuiti. 

Rubeni. 

Schedone. 

F. Veronese, 

Faaaeri. 

Titiah. 

A. Curaecu 

Outdo. 

Schedone. 

F. Veronese, 

Rothenhatner, 

Tetnpesta, 

Fousem, 

Albano, 

Tempesta, 

Baeciei. 

Farmegiano, 

Chtereino. 

Caloari. 

Tempesta, 

Ferrari, after Raphaei. 

Andrea del SarUt*, 

Spagnoletto. 

Ferri. 

A. Caraeci, 

Correggio. 

L. Vantkden, 

Sehiaoone. 

Carlo Dolce, 

Schedone. 

V, CasteUi, 



Parmegiano, after 

Correggio. 
C. Muratti. 
C, Dolce. 



Verrio, 

Kauffman. 

Feters, 

Both. 



Katifman, 

West, 

Kaufman, 



J 



BUBJiEIGH HOUSE. 



Ixis 



Titl» of Pictw. 

Prudence Reiiiting Love 

Burleigh House (1700.) 

Worthorpe House (1700.) 

TBC GKJBAT DRA,WING<KOOM, OB THIKD 
GBORGB ROOM. 

(TheCeUing) 

Landscape..... 

Venus, Cupid, Ceres, and Bacchus 

Noble Venetian 

*' I know not the Man ** 

Resurrection of Lasarus 

Rebecca at the Well 

The Salutation 

Winter 

Christ bearing the Cross 

Wise Men's Offering 

Flower- Piece 

Head of Joseph, a sketch k 

Battle Piece 

Head of the Virgin 

Pope Gregory the Great 

▲ Head 

Battle Piece.., 

A Head 

Flower Piece 

St. Bruno's Vision 

Christ in the Garden 

A Lady 

Judith with the Head of Holofemes 

Adoration of the Shepherds 

Ascension of the Virgin 

Our Saviour crowned with Thorns 

Portrait of a Spaniard 

Sleeping' Venus 

Landscape 

FOURTH GBORGI ROOM. 

(The Ceiling represents the Nuptial Feast of *! 

Jupiter and Juno.) / 

Virgin and Child 

Landscape 

St. Matthew 

St. Aug^tin 

Christ's Charge to Peter 

Holy Family 

Boys Dancing 

Prodigal's Return 

Envy plucking the Wings of Youth 

St. James 

St. Peter 

Holy Family 

Gathering Manna in the Wilderness 

Jacob Receiving Joseph's bloody Coat 

Francisco Baglione, Confessor to thel 

House of Parma / 

Joseph of Arimathea 



PainMd by 



Kauffman, 
Anonymoua* 



Verrio, 

L de LestrL 

D. Rutter. 

Sophoniaba Angosciola. 

Curavaggio, 

Oeminiani, 

Veronese. 

Franceschinu 

Mola, 

Carlo Maratti. 

Oeminiani, 

Riccio. 

Raphael* 

Anonjfmous. 

Raphael. 

A. SacchL 

Outdo. 

Anonpmtnu* 

Ouido. 

Riccio. 

Mola, 

Maratti. 

Jarusen. 

Eliz. Sirani, 

Floris. 

Pousrin. 

Treviaani, 

Vandyck. 

D. Rutter. 

Salvator Rosa. 



Verrio. 

L. da Vinci, 

Claude. 

Guido. 

Veronese. 

Giov. Bellini. 

A. del Sar^o. 

Pannegiano. 

BoMsano. 

Palma Vecchio. 

Spagnoletto, 

Dotnenichino, 

Palma VecclUo. 

Btusano. 

Ouerdno, 



Schedone, 
Ouereino, 



lu 
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Titl« ml nrtar*. 

BoBUUi MatroDi 

Mary MagdaJea 

Adoratioa of the Shepherda 

Bt. Jerome 

8t. Andrew 

St. Sebutum 

St. Jamea 

Lendacape 

Virgin Reading , 

VIVTH OIOBOB BOOM, OB HBAVBN. 



The Painted Ceiling repreeenta Jupiter and^ 
Jnno aeated, with the Zodiac over their 
heada. Below them, Ganymede, the 
Eagle, and Peacock ; Cybele, drawn by 
liona ; and Cerea crowsed with Corn, and 
drawn by Uona. On the- left Minerm 
reating on her Shield; Apollo, Diana, 
Baeehoa and Ariadne, Hereulea, Caator 
and PoUoz, the Ooddeaa of Sleep, &c..... 

On the We$t and North Wall. 

The Storj of the Amour of Mara and Venua. . 

The Eatt Wall. 
Volean'a Foige, with Cyclopa at work 

Over the Door, 



PmbwJ by 



Jnpiter and Semele 



TBB OBAMO STAIBCABB, OB BBLL* 

The CeOing repreaenta the Tartorua of the"^ 
Aneienta, with the Story of varioua per- I 
aonagea of Claaaicai Hiatory, auifenng f 
tonnenta J 

North WalL 
Mark Antony entertained by Cleopatra 

IFeaf WalL 
Orpheoa and Eurydice 

Soit WaU. 
Honon of War 

BIlfINQ BOOK. 

Still Life 

Triumph of lime 

WiaeMen*a Offeringa 

Landacape (with figurea by Hobbema) 

Four Ladiea of the Houae of Parma 

Diogenea throwing away hia cup 

FUaage of the Israelitea 

Dead Game 



Beceafumi, 

Baroccio, 

Caraoaggia, 

Ouido. 

Dftmeniehinom 

Albano. 

Veronese, 

Claude. 

Oiro/aio, 



Verrio, 



Stothard, 



H. Van Raveetein* 

M PreH, . 

Baitsano, 

Ostade. 

Sehedone. 

Muriilo. 

Castiglione, 

Koninck, 



BURLEIGH HOUSE. 



Ixkt 



Title of Pifiur*. 



Ptintwl by 



•'} 



} 



MAKBLB HALL. 

Frances, Wife of John, Fourth Earl 
Exeter 

Pinto, Orpheus, and Eurydice 

John, Sixth Earl of Exeter 

John, Fifth Earl of Exeter 

Anne, his Wife 

John, Sixth Earl of Exeter, Hon. Charles') 
Cecil, his brother, and Lady Elizabeth > 
his Sister j 

John, Fifth Earl of Exeter ; his brother Da< 
▼id and his Sitter Frances. 

William, Duke of Devonshire 

William Cecil, Lord Ross of Holderness .... 

Lady Elisabeth Chaplin (Sister of the Ninth i 
Earl of Exeter) / 

Henrr, First Marquess of Exeter 

A Duke of Tuuany, ubout (16OO) 

Sea-Piece (1795) 

Child and Dolphin 

Flower Pieced 

Another 

Dr. Willis, Physician to Geo. III. (in crayons) 

Mrs. Honchcome (in crayons) 

Mademoiselle, de la Vallidre 

Captain Pierrepoint 

• BSD BBAWIMG-EOOM. 



H0I7 Family 

Jupiter and Europa. , 

Marcus Curtius 

Catherine I. of Russia (a miniature) 

Diana and Actieon 

Death of Seneca 



BLUB DBAWINO'BOOM. 



A Magdalen 

Virgin, Child, and St. John 

Another 

Holy Family (a sketch) 

The Good Samaritan 

Virgin and ChUd 

The Samaritan Woman 

Holj Family 

A Magdalen 

Rebecca at the Well 

N0H me tangere 

Entombing our Saviour 

Death of Joseph 

Virgin, Child, and St. Catherine. . . . 

Adoration of the Shepherds 

Virion and Dead Christ 

Marriage of St. Catherine 

Sybil 

Adam and Eve lamenting over Abel 



G. B. Medina. 

Qenuari, 
Wuating, 
Anonymoue, 



D'Agmr, 



Anonpmoutf- 
Lely. 

Hudetm* 

Shee. 

Anonfftnous. 
W. Anderson, 
Pa4oun. 
Anonynunu. 

RuMset, 



Anonymmu, 
Shoe, 



B. Oennari, 
Lucn Oiordano, 



Anonymoue. 
L. Oiordano* 



C. MmraUL 

L. Caraeei,, 

F. Franeia, 

Parmegiaao. 

Baseano, 

Tititm. 

Giulio Romano, 

P. Ohirkuuk^o, 

Farinelli, 

A Caracei, 

L. Maratti, 

Tinforetto, 

C. Ciguani. 

Palma Veechio, 

Cignani. 

C. Mmratti, 

Sehiaoone. 

Ouido, 

CMaraitL 



Uzii 



APPCNPIZ. 



Titta ol PictBi*. 



Paiaud 



OKIBIf DEMMINa-KOOll. 

Jupiter and Juno 

Mary Magdalen anointing our SaTiour** feet 

Holy Family 

Tribute Money (in two coloura) 

Charles V. doing penance 

The Nativity 

The Ataumption (on copper) 

Joseph and our Sariour * 

Queen Elisabeth 

Virgin and Child 

The Nativity 

The Last Supper 

Angels appearing to the Shepherds 

Virgin in Agony [After] Rapktui (on copper) 

The Three Marys at the Sepulchre 

Holy Family 

Joseph, Virgin, and Child 

Cupid pulling Fortune by the hair 

Virgin ,, 

Inside of a Chapel 

Adoration of the Wise Men 

Christ bearing the Cross 

The Nativity 

Virgin and Child. 

Virgin and St. John 

Head of an Angel 

The Assumption < 

Marriage in Cana 

Magdalen in the I>esert [After] Correggio ^ 

(on copper) , / 

HolyFamUy 

Hiring the Labourers 

Virgin Adoring our Saviour 

Pygmalion first o£fering to Venus 

Holy Family 

Adoration of the Shepherds , 

Mary with the dead Christ (on copper) 

Fortune Kissing Prudence ., 

Virgin and .Child , , 

JAPAN GLOSVT. 

(Miniatures and small Pieces in Glass cases.) 

Christ walking on the Sea 

Virgin, Child, and St. John 

Lot and his Two Daughters 

Bacchus and Ariadne 

Jupiter and Juno 

Gsiatea 

Venus, Sat]rr, and Cupid 

The Judgment of Miaas 

A Spaniard 

Dejanira and the Centaur 

Mercury and Venus Teaching Cupid 

Approach of day 



E. Le Sueur, 
ParmegUuw, 
Q. Mutiano. 
A. SacefU, 
TemptBta, 

A. Cufocd. 

F. Barocdo* 
Oerard 

F. LiuH, 
C Dolce, 
A. Saeeki, 
C. Tempesta, 
C. Alarutti, 
S. Le Sueur, 
Sehedone' 
And de Ferrara, 
P. Libert, 
Saseo Ferrato, 
Steenwyck, 
Diapenbeke, 
A Saeehi, 
H. Bleu. 
Titian. 
Domenickino, 

C. Maratti. 
Domenickino, 
A. SaeckL 

Rajfaelino, 

S. Bourdon, 

D. FetH. 

F. BaroeciOt 
P. Libert. 
V. Castelli. 
De Ferrara, 
Vandyek. 
P. Liberi, 
Guido, 



G. Lanfranee. 
Parmegiano, 
C. Manttgna, 
B. Luti. 
F. Lauri. 
F. Albano. 
F. Lauri, 



Velasquex. 
L. Giordano, 
B. Luti. 
F, Lauri, 



n 



BURLEIGH HOUSE. 
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TItU of PictBW . 

Venus Rising from the Sea 

Venus and Adonis 

Apollo flaying Marsyas 

Mary, Queen of England 

Martyrdom of St. Lawrence 

Roman Ruins 

Landscape and Figures 

Cat and dead Game .... 

Si. Sebastian 

Lord Treasurer Burleigh 

A Lady's Head 

Pigeons 

Landscape and Figures 

Landscape 

Martyrdom of St. Stephen 

Head of Charles IX. of France (on board) . . 

Dead Christ and the Three Marys 

A Head 

Dead Christ, Virgin, and Angel 

Lord Treasurer Burleigh's Mother. 

MOSTH GLASS CASS, OR CABINBT. 

liandscape 

Wise Men's Offering 

Landscape 

Charles II 

Hon. Charles Cavendish (Second Son ofi 

Second Earl of Devonshire) / 

A Lady 

David Cecil, Son of Fourth Earl of Exeter . . 

Justius Lipsius 

Thomas Chambers, Esq 

SirR. Cecil, Knt 

Sir Isaac Newton 

Virgin and St. John (Enamel) 

Diana and Actseon 

Sybilla Persica 

Venus { 

Virgin, Christ, and St. John (enamel) 

Lsetitia, Countess of Exeter. 

Virgin, Christ, and St. John (on a blood ^ 

stone) / 

The Hon. Robert Boyle 

Lady Eliz. Essex 

A Head 

Brownlow, Eighth Earl of Exeter 

Oliver Cromwell 

Hannah Sophia, Countess of Exeter 

Brownlow, Ninth Earl of Exeter 

Lord Exeter 

Titian 

Guido 

Ladv Elizabeth Chaplin 

Madame de S^vign^ 

Louis IX 

Indolence 

Louise de Querouailles, Duchess of Ports- \ 

mouth ••• J 



Painted by 



C. GherardL 
F. Laurie 



Holbein. 

F. Ltturi, 

Viniani. 

Vandermeulen, 

D. Koninck. 

Carlo Dolce. 

Gerard. 

Guido. 

Koninck, 

Vandermeulen. 

R. Savery, 

F. Lauri. 

Holbein. 

P. da Cortona. 

TiHan. 

Van Remee. 

Anonymoiu. 



Dixon. 
Anonymous. 



Hoakins, 

Anonymous. 
J. Hoakins. 
Anonymoua. 



Cooper. 
Louis Crosse, 
Petitot. 
Anonymous. 
Silvia Stem. 
Macpherson 
Florence. 
Petitot. 
Roeguet. 

Anonymous, 

J. Pool. 
Anonymous, 



of 



Walker. 
Anonymous, 



Silvia Stem, 



Spencer. 
Anonymous, 
Petitot. 
A. Urbano, 

Cooper, 



Ixxiv 
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Till* «f PtciM*. 



Pu'aMlhy 



Venule Figures 

Generml PeoU 

Figeoos 

VertumooB and Poanonn 

Anne, Counteae of Rxeter 

Venetin AumimU Stanley, Lady Digby 

Landecape 

Virgin 

Two Head* (in pencil) 

Henry VUl. (enamel) , 



BAIT OLAIl-CA.ai, OE CABINET. 

VirgiD and Child 

Venos and Adonia (water eoloanj after TUia$i, 

Yirgin and Child 

EUiabeth, wife of the Third Earl of Devon- \ 

ahire (enamel on gold) / 

Emeatu Anguettta, Elector of Hanover, and \ 

his Wife, Parents of Oeo. I / 

Charles Edward, the Young Pretender 

Maria Matilda, his Wife 

Dutch Landscape 

John, Fourth Earl of Exetrr 

Elisabeth, Wife of Third Earl of Exeter 

Anne, Wife of Tenth Earl of Northumber* ^ 

berland / 

Elisabeth, Second Wife of the same Noble- 1 

man j 

Oar Saviour crowned with thorns 

A Young Lady, her Brother, and Black "t 

Servant (water colours) / 

A SybU, alter GutVfo 

William Cecil. Lord Ross 

Sir Edward Cecil, Lord Wimbledon 

Silvia Stem 

Raphael 

Venus and Cupid 

Small Landscape 

Portrait of Himself (on a card) 

Charles Cecil 

Mrs. Ann Kirk 

A Cardinal (on Ivory) 

Another 

HenrietU Maria, Wife of Charles I 

Christ taken down from the Cross 

Mercury, Venus, and Cupid. 



CBIMtON TBLYBT BBD-BOOM. 

Hebe 

Abraham dismissing Hagar and Ishmael . , 

Death of Rachael 

Thomas Howard, Third Earl of Norfolk . . 

Interior of a College 

Head of Thomas Cromwell, Earl of Essex 
Portrait (unknown) 



{ 



lA/ter] Otargiane, 

Anongftnoua, 

BytTtt 

P. BriUiani. 

PeMoL 

Amonffmomt. 



/I* Mongoni, 
A. Bout. 
iiiMmjrmoMf. 



OA'fier. 
AnonimMii. 

COOJMT. 

AmanjfmomM, 



Hoakitu, 
AnonjfmouM, 

Hbtkint* 

Covptr, 

Anomj/moiut* 

DLnm, 

jtfrsa Jbmivis. 
Anonpmotu, 
Hotkhu, 



SiMa Stern, 
Anonjfwunu* 

L^Oiordane* 
Hoskina, 

Anonpmout* 



Hoikina* 

AHonjfttunUt 

HoakUu. 



[After] HmniUom, 

A- KtnfjfmoH* 
A» Ceteati* 

Correggio. 
F. Baroeeio, 
Anmngmom, 



BURLEIGH HOUSE. 



Ixxv 



TiiU of Pictni*. 



PMntwi hf 



CRIMSON YELVKT DKBSSIlfO-BOOM. 

William Cavendish, Duke of Newcastle . . . . 

Battle of the Boyne . . ; 

Virgin and Child 

Virgin, Child, Elizabeth and Joseph 

Garland of Flowers 

Landscape, Alorning 

Landscape, Evening 

St. Stephen 

Christ and the Woman of Samaria. / 

Venus and Adonis.... 

Virgin and Child 

Jacob's Dream 

Holy Family 

The Four Evangelists 

Birds 

Animals 

Portrait of a Boy 

Oliver Cromwell 

John, Sixth Earl of Exeter 

ONB OF THB NOBTH DBAWINQ-BOOICS. 

Lady Bachel Russell 

Landscape 

Two Sketches 

Mr. Pelham 

Mrs. Bates 

Lucretia 

Elisabeth, Wife of the Third Earl of Exeter 
Lady Williams 

A BBD-CHAMBBB. 

Honourable Mr. Cecil, with Lady and Parrot 

Fruit and Flowers 

Animals, &c • 

THB DBBBflKG-mOOM AOJOINIMG. 

Eve • 

Old London Bridge 

Landscape and Figures 

Landscape and Ruins •••. 

Barbara Villiers 

A Print of St. Hubert ..,.. 

Elisabeth, Countess of Exeter 

Venus and Satyr 

BBBAKFA8T-BOOM, OB AlffTI-UBBABT. 

Solomon and the Queen of Sheba 

Mont Blanc 

Portrait of Himself. 

Portrait of Himself. 

Sir Isaac Newton 



Vandyck, 
Vandermeuten, 
L. da Vinci, 
P. Lauri. 
D. Segertt 
Tetnpeata* 



Valentino iA/ler] 

Correggio, 
S. Chiari, 
Quido, 
D. Fetti, 

C. MaraiH. 
L. da Vind, 

D. Koninck, 



Velasquez, 

Walker, 

Wisnttg. 



Vandyck, 

Tempesta, 

Bastano, 

Romney. 

A, Ka^ffniaH, 

Ouido, 

Djbson, 

Smith. 



Wissing. 
Vander Cabel, 



P% Veroneee* 
Anonymous. 
J. and A. Both, 
P. Panini, 
Lely, 

Durer, -■- ■ ■ 
Lely. 
Liberi, 



A, Tiuti. 

Edema. 

Verrio, 

Knetler, 

Anonymous, 



UlTi APPENDIX. 

Tlila of Heiu*. 

Burl of Oainsboroogh 

ThomM Hobbe* 

Dr. Hasdurd, Dean of Windsor 

Print of the «* Field of the Cloth' of Gold > '. . 

MIV LIBKAKT. 

Sliubeth,Maiehionew Dowager of Ezetw . . 

DaTid Garrick ,... 

Portrait of Herself 



Pm«W< l>y 



Anonyvuntg, 

Riley, 
Jknonjfmoua, 



Lawrence. 
Ang. Kaufman. 



CATALOGUE OF THE PICTURES 



AT 



BLENHEIM, 

THE SEAT OP 

»te firace tje Suite of iWartboroua]^.* 



No. 



Titl* of KctBN. 



1. 

2. 
3. 



4. 



5. 



6. 

7. 



PftinMdby 



HAJLL. 

(The Ceiling, painted by Sir J. Tlfem- 
hill, represents Victory, crowning 
John, Duke of Marlborough, as she 

Eoints to a plan of the Battle of 
lenheim). 

(In the Gallery above the Door Cote.) 

Clara Eugenia, Infanta of Spain and\ 
Governess of the Netherlands .... J 

Queen Anne 

A Lady in a blue Dress '.'.','.. 

(Over the Grand Staircase.) 

Charles, Duke of Marlborough, and "» 
Family / 

John, the Great Duke of Marlbol'i 
rough, and Family / 

WAITING KOOM. 

(Not Public.) 

The Ceiling 

Gipsies with a Soldier '..'....['.'. 

Dutch Sea- Port 



Anonpmotu. 

Lely, 
Anonymous. 



Hudson. 
Closterman, 



rfn?'*"*.**!"?*' •*• •«" twry AftetnooB, fFum two 
till lomr o'clock, ateopt on Saadajn «d Poblic dayi. I 



HakewUI. 

Vaientino. 

Anonymous. 



lufui 



APPENDIX* 



N«. 



l\tl» «f Ftcnn. 



!>■>■<■< »y 



s. 

9. 
10. 



n. 

19. 
18. 
14. 
15. 
10. 

17. 
18. 

10. 
90. 
91. 
99. 



94. 
95. 
90. 



98. 

29. 
30. 
3i. 
39. 
33. 
34. 
35. 
30. 

37. 
88. 

39. 

40. 
41. 
49. 
43. 
44. 
45. 
40. 
47. 

48. 

49. 
60. 



51. 



UmiaXIV 

View of Antwerp 

The Maimge in Cnaa. 



BOW-WINDOir KOOlt. 

St. Jerome Studfinf 

Henrietta Maria, Queen of Charlee I. . 

A Head, after A. Caraeei 

Ladf Anne ChiirchiU 

The AMumpCion 

A Female Head 

Madonna and Child 

Nymphs and Satjrr 

H0I7 Family 

A Wood N^mph 

An AUe^neal Drawing 

Our Saviour and the Virgin in the'> 
Cloude / 

A Frame of twenty-three Miniatures 1 
by varioua Masters ; among which V 
are three of Mary, Queen of Scots J 

An Etching 

A Drawing 

A Holy Family 

DUKB't BTUDT. 

(Beginning opposite the Entrance from 

the Bow- Window Room.) 

A Sleeping Venus and Satyr 

Time Ciippinx Cupid's Wings 

Madonna and Child 

St. John reading the Apocalypse 

Sarah, Duchess of Marlborough 

St. Sebastian 

Interior uf a Church 

A Holy KamUy 

A Landscape 

A Holy Family 

A Battle- i'iece 

A Spanish Sea- Port 

'nie Passage of the Red Sea 

A Huly Family 

Virgin and Child 

Scene in Switseriand 

Another 

King William on Horseback 

Venus and Adonis 

The Offering uf the Magi 

Destruction of Pharaoh and his Host *) 

in the Red Sea J 

Orpheus playing to the Beasts 

A Landscape 

The Virgin and Child 

BA8T DRAWIJKG-BOOM. 

(Beginning from the Door opposite the 

Entrance.) 
A View in Venice 



Minderhmd, 
P, Verone$e, 



OiorgUme, 

Vandjfck. 

Repnoidt. 

Knelter. 

Tintoretto, 

Rubena. 

L. da Vinei. 

Anonjfnunu, 

L. Caraeei. 

By thePrineeu Royal, 

Cipriani, 

TnUoretto, 



Anonjftnout. 

Queen of Wirtemberg, 

Cipriani. 

Rapkad, 



Anonymoue, 
Vandyck. 



Anot^mous. 

Knelter, 

Titian, 

Nee/a, 

Raphael, 

F. Mala. 

Raphael (T) 

Borgognone. 

Weeni*. 

Old Franek. 

Anonymous, 

SoUmene. 

Van Tempest. 



Anonymous. 

Carlo Dolce, 

Old Franek, 

Anonymous, 

Claude. 

Correggio, 



Canalefti, 



BLENHEIM. 



Iztiz 



6a. 

53. 
64. 
66. 
50. 

57. 

58. 

59. 

fiO. 

01. 

62. 

63. 

64. 

66) 

to> 

«83 

69. 

70. 

71. 
72. 

73. 

74. 
75. 
76. 

77- 
78. 
79. 

80. 
81. 
82. 
83. 



84. 
85. 
86. 

87. 
88. 

89. 
90. 
91. 
92. 

93. 
V4. 

95. 

96. 

97. 
US. 



Title at Pietart. 



Painted by 



P. Veroneite, 
Vandyck, 



Rubens. 
Carlo Dolce* 



Two Female Heads 

Mary, Duchess of Richmond 

The same , 

A Bacchanalian Piece 

Our Saviour 

St. John 

Prince Eugene Kneller(?) 

An Angel ....; Correggio. 

Cattle and Figures Bamboceio, 

A Circular Landscape Cltntde, 

A Man's Head Titian, 

Lady Anne Churchill Knetler, 

A Man's Head Holbein, 



99. 

100. 
101. 
102. 
103. 



Landscapes 

Lord Holland 

The Duchess of Buckingham and Family 

Villiers Duke of Buckingham 

A F6te Champdtre 

Lady Chesterfield 

A Landscape .>. 

The Circumcision 

Cattle 

A Landscape 

King William III 

Tlie Rape of Proserpine 

A View in Venice 

A Holy Family 

A View in Venice 

A View in Venice 

GBAND CABIMBT. 

Lot's departure from Sodom 

The Return from Egypt 

The Roman Daughter 

Paracelsus 

The Af iraeulous Conception 

Raphael's Dorothea 

Head of Rubens 

Pope Gregory a::d a Female Penitent. . 

A Holy Family 

Tbe OfTt-ritig of the Magi 

A Madonna 

A Holy Family 

Our Saviour blessing the Children .... 

Vi^in and Child 

Tlie Late Lord Spencer when a Boy . . 

LITTLE DBAWIZfG-BOOM. 

(Beginning opposite the Entrance from 
the Grand Cabinet.) 

The Woman taken in Adultery 

The Rape of the Sabinea 

A Family Piece 

A Landscape 

A Landscape 



Tilleman$m 

Myttent. 
Vandyck, 



Pater. 

Vandyck. 

PaulBryl. 

Rembrandt. 

Ro9a di Tivoii. 

G. PouMin. 

Kneller, 

Rubent. 

CanaletH, 



F. Mola. 
Canaletti. 



Rubent. 



Carlo Dolce. 
Raphael. 
Ruhene. 
Titian. 
L. Caracei. 
Rubens. 
C. Muratti. 
Rubens. 



Reynolds* 



Rembrandt. 
P. da Cortona, 
Oonzales. 
Teniers. 
G, Pi^ussin, 



1X|> 



APPBNDIX. 



K«. 



104. 

105. 

106. 

107* 

108. 

109* 

IIOI 

lUJ 

lis. 

US. 
114. 
US. 
116. 

117. 
118. 
119. 
130. 



ISl. 
U2i 
123) 
124. 



ISA. 

136. 
127. 
128. 
129. 
130. 
131. 
132. 
133. 
134. 
136. 
136. 
137. 
138. 
139. 
140. 

141. 



142. 
!43. 
144. 
145. 



Tim of Pirtan. 

An Old Couple 

A Dutch Family 

Catherine de' Medicfs 

Esther and AhMuerue 

Rubent'e Wife (Kleiuior Forman) .... 
Our Saviour and the Virgin 

Landscape* 

Landscape 

I^andscape 

Monkeys, in Honks' Habits 

Landscape 

Landscape 

Boors playing at Cards 

Travellers refreshing^ with view of Dort 

Curiosity detected 

Virgin and Child, with St. John and \ 
St. Nicholas / 

((her the Fire-Ptace.) 

Oval Piece, from an Ancient Gem .... 

Views in Blenheim Park 

(Over the Door) Isaac blessing Jacob. . 

GEKAT naAWING EOOM. 

(Commencing from the door facing 

the Entrance to the Little Drawing 

Room.) 
Mrs. Martin and Mrs. Killigrew, two ^ 

of Charles II.'s favourites / 

King Charles I. on Horseback 

Three Beggar Boys 

Andromeda and Perseus 

Charles I , 

Rubens's Wife and Child 

Henrietta Maria, Wife of Charles I.... 

Philip n. of Spain 

Two Beggar Boys 

The Offering of the Kings 

George, Fourth Duke of Marlborough 

Virgin and Child 

George, Fourth Duke of Marlborough 

Death of the Virgin 

A Holy Family 

The Late Duke of Marlborough and \ 

Family / 

Lord Strafford and his Secretary .... 

DINIKO ftOOM. 

(Commencing opposite the Entrance 
Door from the Great Drawing Boom.) 

The Rape of Europa 

John, Duke of Beaford % 

Lord Churchill 

George, Fourth Duke of Marlborough 



PainlH hiy 



Tenien, 
Ostade. 
Rubens. 
P. Veroneee, 
Rubens. 
A. Caracci. 

Ferg. 

Wouoermans. 

Eglon Vanderneer. 

Tenters. 

Vanderneer. 

Rujfsdael, 

Tenters, 

CUyp. 

Sharpe, 

Raphmet, 



Rebecca, 
HoJUutd, 
Rembrandt, 



Leljf, 

Vandyck, 

MuriUa. 

Rubens. 

Vandjfck, 

Rubens. 

Vandyck. 

Titian. 

MuriUo. 

Rubens, 

Strocklin, 

Vandyck, 

Jones, 

Ouido, 

Rubens, 

Reynolds, 

Vandyck. 



146. I The Late Duchess and Child. 



P. Veronese. 

Gainsborough. 

Owen, 

Cosway. 

Reynolds. 



BLENHEIM. 



lixzi 



Wa. 



TttltofPietMN. 



P*WUJ ^f 



IA7- 



148. 
149. 
150. 
161. 
152. 
153. 

154. 
155. 
156. 
157. 
168. 
159. 
190. 
161. 
168. 



163. 
164. 
165. 
166. 
167. 
166. 
169. 
170. 
171. 



173. 
173. 

174, 



175. 
176. 
177. 
I7fi' 
179. 
180. 



)8I. 
IBS. 



a 



Lady Charlotte Spencer, in the Cha 
racter of a Gipsey, telling her bro 
ther, Lord Henrj Spencer, hia for 
tune J 

George, lliird Duke of Marlborough . . 

Dowager Lady Pembroke 

Lord Charles Spencer 

The Marquis of Tavistock 

Lot and his Daughters 

Rubens's three Wives, as the three 1 
Graces / 

Venus and Adonis. 

A Battle- Piece 

Another , 

A Baoehanatian Piece 

Cattle and Figures 

Gertrude, Duchess of Bedford 

Lady Amelia Boyce 

SaraJi, Duchess of Marlborough 

Two Favourite Dogs 

lALOON. 

Compartments and Ceiling 



GBBKN DKAW'ING KOOM. 

(Facing the Saloon Entrance.) 

Meleager and Atalanta 

Offering of the Magi 

A Holy Family 

Figures 

{ Adoration of the Shepherds 

|A Madonna and Child 

' Figures 

A Knight of Sti John of Jerusalem 

Caroline, Duchess of Marlborough . . . . 

BTATB DEAWING-RqOH. 

George, Third Duke of Marlborough. . 
St. Lawrence distributing the Orna- 1 

ments of the Altar / 

A Fruit- Piece 



BALL BED-CHAMBItS. 



Seneca bleeding to Death 

Edward VI 

An Architectural Piece . . 
The Burning of TVov .... 

A Piece of Still Life 

A Piece of StUl Life 



Reynolds, 



Rttbens. 



WouoeruuuUt 



Ruben*. 

CaatigUone. 

Dance, 

PhiUipo, 

Kneller. 

Bennett, 



La Guerre 



Ruben*. 

Luca Giordano, 

N. Pou**in. 

Rothenhamer. 

L. Giordano, 

N. Pouetin, 

Rothenhamer. 

Raroccio* 

Romneg, 



II prete Genooetc 
Lueu Giordano, 



L. Giordano. 
Holbein, 
Panini, 
Old Franck, 
MaUete, 



TBM LIBB\BY. 



Jonah and the Whale. .^ *[4/3ter3 i'tfitfim.. 

A Landscape. j 



Izuii 



APPENDIX. 



N«. 



Ttilt of Pirtan. 



PaintMl by 



183. 
184. 



18S. 
180. 
187. 
188. 
180. 
ISO. 
191. 
19t. 
198. 



CHAPBL. 

(Alter Piece) Chiist teken from tiie\ 
Cmt : J 

(In the FunUy Gallery) A painting on \ 
BlackMarble / 

TITIAH BOOM. 

Man and Venue " 

Cupid and Piyche 

Apollo and Daphne 

Pluto and Proaierpine 

Hercnlea and Deganira 

Vulcan and Cerea 

Baccbua and Ariadne 

Jupiter* Juno, and lo 

Neptune and Amphitrite 



Jordaen*. 
A, Veronese, 



Titian, 



CATALOGUE OF THE PRINCIPAL PICTURES 



IN THB 



BODLEIAN LIBRARY, 



AT OXFORD. 



No. 



Titl* of IMetnn. 



P»inwl hy 



I. 

s. 

3. 
4. 
S. 

6. 

7. 
8. 

9* 
10. 
11. 
12. 
13. 
14. 
15. 
16. 

17. 
18. 

19. 
90. 
SI. 
23. 
S3. 
34. 
25. 
36. 

27. 
28. 

89. 
SO. 
31. 
32. 
33. 
34. 
36. 
36. 
87. 



Portrait of Grotiui 

Portrait of Himself 

Portrait of Howard, Earl of ou/rey. . . . 

Portrait of Franciicua Junius 

Lord Crew, Bishop of Durham 

King Charles II. and Queen Catherine 
James, Duke of York, and his Duchess 
Sir Joseph Williamson, Secretary of \ 

State / 

Sir George Madienxie 

Luther 

Sir Thomas Overbury 

Sir Thomas Bodley 

Samuel Butler 

Matthew Prior 

John Locke 

Johannes Duns Scotus 

Sir H. Wotton 

Erasmus 

Sir Kenelm Digby 

Sir P. Sydney (burnt in wood) 

Handel 

Himself 

Lord Chief Justice Raymond 

Dr. Flamstead 

John I'sylor the Water Poet 

King William and Queen Mary 

George III 

Adrian Beyerlandt 

Archbishop Potter 

Sir J. Chardin, the Traveller 

Addison 

Mr. Nelson 

Michael de Montaigne 

Chaucer 

Himself 

The Earl of Strafford 

Dryden, when Old 



Rttnbfondtt 

Fuller. 

Holbein. 

Rembrandt. 

Kneller, 

Lely. 



Anonymous. 
ComeliuM Janeaen. 



Lely. 

Richardson. 

Oibson. 

Spagnoletto. 

C. Jansaen. 

Holbein. 

Vandyck. 

Dr. Griffith. 

Hudson. 

Kneller. 

Vanderbunk. 

Oibson, 

Taylor, 

Kneller, 

Ramsay, 

Kneller. 

Hudson. 

DanAridge. 

Kneller. 



Anonymous. 

Kneller. 

Vandyck, 

Kneller, 



IsxiiY 
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N*. 



Titk of PicMN. 



PMDUd by 



38. 

39. 
4«. 
41. 
43. 
43. 
44. 
46. 
40. 

47. 
48. 

49. 
30. 
61. 
68. 
63. 



64. 
66 

66 \ 

67 i 

68) 

59 



61' 
68. 

63. 
64. 

65. 



66. 

67. 
68. 

69. 



Luuence, Earl of Rochester . . 

Shirley 

Seldea 

Sir Haas Sloane 

BaUac 

Henrf IV. of France 

Charles XII. of Sweden 

I>ean Swift 

Ben Jonson 

Sheffield, Duke of Buckingham 

Pope 

Dr. WallU 

Cowley 

Cardinal Wolsejr 

Charles, Earl of Arran 

James, Duke of Ormond 



BUBJSCTS. 



} 



A View of Antworp 

pPride 

Lust 

L Drunkenness .. 

The Seven Vices . . 'i Bevenge ^ 

I Sloth 

I Avarite ; 

LEnyy 

Our Saviour appearing to his disci 

pies after his Resurrection 

A Fruit- Piece ^. . . 

Dutch Gardener, with Boys stealing \ 

Fruit J 

The EnglUh Fleet in Charles II. 
time, Commanded by the Duke 

York 

A Storm at Sea 

A Dutch Fish-Market 

Moses Striking the Rock 

[The School of Athens 

; A Storm in Haerlem Meer 



'} 



Uly. 
Anoi^ftnous, 



Richardson. 
Anonymous. 

Schroder. 

Jarois. 

Anonymous. 

Richardson. 

Jarois. 

Kneller. 



Anonymous. 
Sir /. ThomJuU. 
Knelier, 



Sehalken. 



Jordaena of Antwerp. 



Old Frank HaU. 

PhUips. 
WiUarU. 



Jordaens of Antwerp. 
Qiulio Romano (7) 
Porcellits, 



THE END. 
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